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PREFACE.

Of the translation here presented, the first and second parts (on

Symbolic and on Romantic Art, respectively) are rendered mainly from

M. Charles Benard's admirably clear French version. At the same

time, constant reference has been made to the second edition of the

German original (edited by Dr. Hotho). and an occasional sentence

or paragraph translated therefrom, where the French version seemed

to be not quite satisfactory. On reaching the third part, however,

it was found, on comparison, that M. Benard's variations from the

original are far more frequent and fundamental than in the first and

second parts. The third part (on Romantic Art) has therefore been

translated direct and entire from the German, special effort being

made to present faithfully and clearly the whole thought as there

unfolded.

M. Benard's difficulty is easy of explanation. He finds much that

is admirable in the ^Esthetics of Hegel, but imagines that the results

there brought together are obtained by a method wholly at variance

with Hegel's general philosophic system ; and he declares that " this

is perhaps the reason why this work will outlive the system." On
the contrary, the ^Esthetics of Hegel appears to us to be scarcely

conceivable apart from his system. The system, as a whole, exhibits

the total process of the evolution of the world in its absolute

entirety ;
and this process is shown to be in the highest sense the

eternally creative activity of the one absolute and Divine Spirit
—

God. Similarly, the ^Esthetics exhibits the process of the evolution

of the Human Spirit in one of its fundamental phases. This phase
is exhibited historically in the second general division of the work,

which division we here present in English dress. But each succeeding

stage of this process necessarily presents to view a more complex,
more concrete product than any preceding one

;
for each new step

must be, not merely a passing from the *' old
"

to the k; new ;

" on

the contrary, this transition must be a process wherein the " old
"

is transformed, absorbed, assimilated in the " new." It is thus that

each new unity proves to be richer than the preceding ; and thus,

too, we may remark, by the way, that in this never-ending process

(iii)
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of transformation and re-creation the "old" forever becomes the

"new," whence it is wholly impossible that in the ultimate outcome

there should ever be any heaps of solar cinders or other permanent
rubbish in this wide universe. What we wish to especially emphasize

here, however, is, that it is this comprehensive process, in exhibiting

which all Hegel's works become at every step broader, deeper, and

richer, that M. Benard seems to us to have failed to appreciate

rightly ;
and it is to his inadequate estimate of Hegel's method that

we must attribute the fact that his translation of the ^Esthetics

proves especially unsatisfactory in the concluding portion of the

second general division (comprised in the present volume), where

the complexity of modern thought, as embodied in art, is set forth

with such admirable force and clearness.

Nevertheless, in spite of the serious defect indicated, M. Benard's

work is of great value, and the aid derived from it in the present

undertaking is acknowledged with pleasure.

It is hoped that the introductory essay with which the present

translation is accompanied will serve to give a fairly adequate view

of the entire work, and thus at the same time to facilitate the clear

understanding of the part now offered in an English dress.

I also hope to be able, in due time, to render the entire work

available to English readers. Meanwhile, what is now offered is the

central and most important part, and will be found to be complete in

itself.

Finally, I have with pleasure to express my obligation to Dr. Wm.
T. Harris for permission to reprint from The Journal of S})eculative

Philosophy the greater portion of the translation, and to Mr. H. H.

Morgan for permission to reprint from The Western the introductory

essay.

W. M. B.
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INTRODUCTION BY THE TRANSLATOR.

Hegel's Logic, or Book of First Principles, exhibits the process

by which the demonstration becomes perfect that the sole explana-

tion of the world is self-existent, self-active spirit. The validity of

all existence is found in the self-existent
;
of all movement, in the

self-moved. But self-existence and self-movement imply self-appre-

hension, consciousness, thought. The absolute totality of all exist-

ence whatever is, therefore, absolute, self-conscious being or spirit

(God); and all finite existences are but the infinitely varied modes

of manifestation of this Absolute Spirit.

But, having arrived at this general result, it is found, when at-

tempt is made to trace out the details, that all these finite exist-

ences can be classed in two broadly distinguished divisions. The

first of these comprises the world of matter
;
that is, Nature. The

second has for its content the conscious world of spirit. When,

therefore, we come to scientifically study the Absolute in its mani-

festations, we will be occupied either with the Philosophy of Nature

on the one hand, or with the Philosophy of Spirit on the other,

according as the consciousness or thought of the Absolute is mani-

fested directly or only indirectly in the immediate object of our

investigation. Thus, the Philosophy of Nature must give us the

rational ground of the natural or physical sciences, while the Phi-

losophy of Spirit, on the contrary, must trace for us the course of

the development of spirit in all its essential phases, and will thus

furnish us with a rational account of the unfolding of the human

spirit, both in the inner or subjective phases of its growth and in

the outer or objective forms of its activity. Now, these subjective

phases of the growth of spirit are manifested on the active or intel-

lectual side as continuously increased power of apprehending truth
;

(IX)
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and on the passive side, or the side of emotion,
1 as continuously in-

creased power of feeling the truth. But we cannot actually separate

the "passive" from the "active," and call it the aesthetic side, for

emotion or sentiment would be simply impossible without some degree

of intellectual comprehension. The genuine consciousness of the

spirit consists of the chemical sum, the blended totality of the two.

But the objective forms of the manifestations of the human spirit

must in great measure be visible and tangible forms, for the reason

that the conceptions of all men at first, and of most men always, are

inseparably associated with material or sensuous existence, and the

expression of such conceptions must assume sensuous forms. Let

us now add to this that the devotion of special attention to the

perfecting of these forms, as forms, is an artistic effort, and that

the products of such efforts are what we call works of art.

If, now, we reflect that the conceptions of primitive man must

all have been vague, and that the intellectual history of the race

has been a more or less continuous process of rendering these

conceptions richer and more definite, we will scarcely fail to be con-

vinced (1) that during the continuance of the period of indefinite

and abstract conceptions, the products of artistic effort must also

have been characterized by vagueness and abstractness of like de-

gree : (2) that during the transition period from this stage to that of

distinct and adequate conceptions,
— in short, to the stage of perfect

self-consciousness on the part of man, — there must have been a

corresponding intermediate phase of art, presenting greater definite-

1 Intellect and emotion find their unity in will,
— the activity of the spirit in

objectifying or realizing the truth as both felt and comprehended. But yet

spirit is one. Intellect, emotion, and will are, therefore, but the modes of the

activity of this indivisible unit. Each may in turn predominate, but neither acts,

or can act, save in more or less completely blended unity with the other two.

Of course, the terms "active" and "passive" are here used relatively. Both

intellect and emotion contain the two factors of activity and passivity; but in

intellect the predominant factor is activity, in emotion, passivity. Finally, this

activity itself, strictly speaking, is even here a phase of will. This at once in

confirmation and explanation of what has just been said of the unity of thought,

emotion, and will in Spirit. According as thought, or feeling, or determination

predominates in its manifestations, we name the spirit "intellect," or "sensi-

bility." or " will."
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ness and power of expression, though still exhibiting much of the char-

acteristic of abstractness ;
and (3) that with the attainment of per-

fect self-consciousness on the part of man, the art forms which he will

produce will present a definiteness and wealth of expression com-

mensurable with the new phase of consciousness. In other words,

as there is progress from vagueness and feebleness to power and

clearness of thought, there will also be an advance from rudeness

to refinement and expressiveness in art. Each phase of thought,

then, must have its corresponding and characteristic phase of artis-

tic expression, and thus we shall find developed a series of essen-

tially distinguished forms of art.

These forms, again, we may consider in a general way, with ref-

erence to the more essential characteristics required in them in order

to render them appropriate as modes of expression of the general

conceptions that have called them forth. Here we need not specially

concern ourselves respecting the precise material required in any

given case.

When, however, we come to consider more in detail the require-

ments of the successive phases of the unfolding human spirit, the

definite sensuous material attains greater importance and more

intimate relationship with the spiritual distinctions and forms of

artistic imagery.

Thus, we find that the Philosophy of Art falls into three prin-

cipal divisions :
—

I. The first of these divisions is of a general character. Its

purpose is to set forth the universal idea of the beautiful in art as

the Ideal, and also to trace the more precise inner relation of the

Ideal to nature on the one hand, and to the subjective conditions of

the production of art on the other.

II. Out of the conception of the beautiful in art there arises a

special division, which is devoted to exhibiting the development of

the essential distinctions which that conception contains into a series

of particular classes of forms.

III. The third and final division has for its object the considera-

tion of the individualization of the beautiful in art
;
for art progresses



xii Introduction by the Translator.

to the sensuous realization of its images, and develops into a system

of the particular arts, with their divisions and subdivisions.

These constitute the topics, severally, of the three parts or gen-

eral divisions of the ^Esthetics. We proceed to expand them as far

as the present space will allow.

I. Idea oj the Beautiful in Art; or, the Ideal.

Beauty, sa}'s Hegel,
"

is only a particular mode of utterance and

representation of the true
;

' '

but the utterance and representation of

the true is nowhere so complete and so perfect as in the spirit itself.

It is, indeed, the central aim of the individual spirit to realize within

itself, and through its own life, the absolute ideal. It endeavors to

produce this realization in two ways : first, through its own inner

unfolding as spirit; and, secondly, in the external products of its

own creative activity. Thus the realm of beauty includes both

phases of the spirit's life
; and, indeed, it does not exclude, but dis-

tinctly includes, nature itself, though nature, as such, presents the

least adequate mode of utterance of the true. Art, on the contrary,

arises from a well-directed effort to satisfy an innate desire of the

spirit for a mode of utterance of the true, under forms appro-

priate to the imagination,
— the forms being here chosen and con-

structed, not merely as utterances of the true, but as beautiful

utterances thereof.

This puts the comparison so frequently instituted between nature

and art upon a new and more rational ground than that usually

assumed. Nature is not the work of the divine mind, in contrast

with art as the work of the human mind. Nature does, indeed,

exhibit thought, and divine thought; but it is still thought in ab-

stract and purely mechanical forms. Here thought remains alto-

gether external, does not return upon itself, never becomes conscious.

Matter is, as it were, the sediment of mind. It moves only from

outward impact. Its characteristic is the characteristic of uncon-

sciousness, viz., indifference (inertia). Hence the beauty contained

in nature is still an abstract beauty, and must ever remain at the
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level of the products of mechanical forces. Now, the higher phases

of beauty belong at the same time to a higher mode of the utterance

of the true. Here we have not human thought as contrasted with

divine thought (as exhibited in nature). Rather we have here, also,

the exhibition of divine thought, only it is now on a vastly higher

plane. In short, we now have thought exhibited in such a way as to

return upon itself, to reflect, to become conscious; and as the skilled

artist can draw lines' of beauty that must forever remain impossible

to any mechanical contrivance, so, too, the free spirit of man con-

ceives and executes forms of beauty that rise immeasurably above

the finest products of the laws of gravitation and chemical affinity.

Thought is not here a mere external law. It is a living reality. It

is not confined to mathematical lines, is not dragged fatefully to a

lowest level, where it must forever remain lifeless. Thought is now

free,, is clearly conscious of itself, and the forms it produces do not

merely give utterance in a general and incidental way to the true,

but are constructed with the distinct aim of embodying with perfect

appropriateness some definite phase of the true.

The realm of the beautiful, then, in this higher sense, may be

said to be commensurate with the realm of art, which, since it deals

with the true, belongs to the sphere of spirit in the absolute sense ;

that is, to spirit considered in accordance with its true ideal. Art is

thus seen to be upon the same plane with religion and philosophy.

Art does, indeed, belong to the immediate, sensuous mode of appre-

hending the true in the forms and images of the sensuous world,

while religion is the activity of the spirit in the sphere of the inner

imaginative consciousness, and philosophy, finally, is that activity in

the sphere of pure thought. Art constructs sensuous images of the

divine
; religion forms super-sensuous conceptions of the divine

;

philosophy attains to absolute demonstration of the divine. In fact,

these represent the three necessary stages of the development of the

individual spirit, which begins in sensuous perception, advances to

the conceptions of the finite understanding, and attains to the com-

pleted phase of its development in entering upon the stage of pure

thought,
— the stage of absolute reason.
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But these are not only the successive stages through which the

developing individual spirit must pass ; they are the three necessary

phases coexisting in every spirit which has attained to the last stage ;

the first and second are retained and assimilated as subordinated

factors in the perfected spirit. The capacity of the mind to receive

and to retain the immediate impressions or images of sensuous con-

ception, as well as its capacity to form and correlate the conceptions

of the reflective understanding, far from being diminished by the

advance of the mind to the stage of pure thought, is rather greatly

enhanced by this means
;
and thus, by being subordinated, is only

rendered more rational, and hence is in reality elevated, its subordi-

nation being only relative. In the stage of reason, as such, however,

thought is infinite,
—

i.e., pure and self-limited; hence, any attempt

to represent it under the immediate forms of sensuous conception,

or by the conceptions of the finite or imaging understanding, must

inevitably end in failure. Such thought is "inconceivable" in just

the same sense that it is non-perceivable ;
that is, no image, either

physical or mental, can be formed of what is in its very nature

infinite, and thus beyond the realm of the picturable. With the state

of pure reason, therefore, we reach a wholly super-artistic world.

Let us now observe that art serves religion by lending its power of

producing sensuous images to the vivifying of the conceptions in the

latter sphere, while religion serves art by providing it with the most

exalted themes and the noblest purposes. Both these, again, do

service to philosophy, not only as constituting preliminary stages of

discipline which must be passed through before that of pure philoso-

phy can be reached, but also as constituting (in comparison with

philosophy) those antithetic, or, more properly, complementary

phases of spirit without which philosophy itself could not exist. On

the other hand, philosophy does both art and religion the inestimable

service of thoroughly penetrating them with its power of illumina-

tion. It pours into them the light of reason
;

fills them with the

eternal day of truth.

And yet such analytical statement as we here make is incomplete,

abstract, and fragmentary, for the very reason that it is analytical.
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Adequately viewed, the spirit is seen as a concrete whole, within

which all these phases are found harmoniously developed. Art, in

so far as it is truly art, is pervaded with the spirit of devotion and

with absolute thought. Religion, in so far as it is truly religion, is

instinct with beauty and vivified by reason. Philosophy, in so far as

it is truly philosophy, is radiant from the centre outward with the

unfading beauty of the true, and with the glow of a devotion which

so far knows the divine splendor of its object as to devote itself

wholly to the task of attaining to a more and more adequate com-

prehension of that object. Philosophy is thus, as Hegel very properly

styles it, a "perpetual service of God."

We are here, it is true, rather stating results than attempting dem-

onstration. We trust, however, that even from the meagre state-

ment here presented it will appear fairly evident that art is dis-

tinctly a product of the spirit, for the spirit : that, psychologically

considered, it belongs to the most immediate of the three essential

phases of spirit; and, therefore, that the completion of the cycle

of its development must precede that of either religion or philos-

ophy. Still, it should not be overlooked that, since art contains

(implicitly) these other modes of utterance of spirit, it can in-

definitely continue its activity within the ultimate limits which it

has reached, though there may be no valid ground for expecting

that it will ever really transcend those limits.

We may now define the ideal in art as the fusion of inner con-

cept with outer form, into a whole so complete that its antithetic

factors are no longer distinguishable. In this fusion mind is. so

to speak, the active chemical principle which itself lays hold of

other substances, transforms them, enters itself with them into

combination, and gives to the new compound its distinguishing

character. The greater the proportion of mind the more potent

the new product. And this will be apparent throughout the sur-

vey of the actual development of the various forms of art upon

which we are presently to enter.

If at this point we recur to the idea of beauty, we will perhaps

be able to see more clearh* that there must be various grades of
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beauty, corresponding to the adequacy with which spirit is ex-

pressed by the various forms chosen. We might say that the first

stage of the beautiful is beauty in nature. In truth, however, it

is here rather conventionally than otherwise that the term "
beauty

"

is used
;
for in nature the spiritual principle is so completely sunk

in outer existence that it fails to reappear as subjective ideal

unity, but is, rather, wholly gone over into sensuous materialty.

In short, as already indicated, mere dead inorganic nature is in-

adequate to the expression of spirit, properly speaking. Evidences

of rationality do, indeed, begin to appear in the unities of rela-

tions
; or, perhaps we should say, unities of separate and yet re-

lated objects, such as we observe in the solar system. Still, even

here, the parts belong to the whole only by and through purely ex-

ternal relations. That the inner, pervading, and unifying principle

may have a real, and not merely an abstract existence, however, it

is necessary that these real external distinctions should be harmo-

nized into a no less real internal unity, in which the parts are so

intimately joined as to be no longer capable of existing apart from

one another, but can have true existence no otherwise than in

their realized ideal unity. Such a unity presents as its very es-

sence an inner identity and pervading universality, and this inner,

pervading principle is the principle of life. Only the living, the

organic, is adequate to the expression of spirit. In the organic,

indeed, we already have self-movement, a foreshadowing or pri-

mal gleam of freedom, which is "the highest characteristic of

spirit." Still, in the merely organic there is only a minute arc of

the great circle of freedom— only the first slight curve of what up

to this point is but the "rectilinear process of growth, decay, and

renewal." In the whole realm of nature, therefore, even includ-

ing the phase of merely animal life, spirit is expressed only in

comparatively simple abstract modes. The immediate forces here

are mechanical and chemical, and must act according to laws im-

posed from without.

In the world of spirit, on the contrary, freedom is, as already

suggested, the highest characteristic. Here we have, not move-
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ment from outward impact, merely, but instead we have self-im-

posed movement. Now, spirit becomes truly conscious first of all

in such a being as man. Man does, indeed, from one point of

view, belong to the sphere of nature. He is a physical being.

But, from another point of view, he is much more than a physical

being. He is also a spiritual being; and this is the character-

istic phase of his existence ; it constitutes his very essence, and

is manifest as the dominant principle even throughout his whole

physical nature. It appears, not only in his form and bearing,

but also in the entire surface of the body, the delicacy of which

permits the currents of the blood, the pulsations of life, to be

everywhere visible
;
so that, even as a physical being, man is sharply

contrasted with the whole of the merely animal kingdom. Thus, on

the one hand, man presents within himself the complete develop-

ment of consciousness, and, as a spiritual being, proves to be the

creator of art
; while, on the other hand, with a physical organism

quite subordinated to spiritual purposes, he proves also to be the

fittest of all objects, and, indeed, the one only perfectly fit object,

of the highest possible artistic representation in visible form. The

human form is the only sensuous form that gives immediate and em-

phatic expression to spirit.

We have referred to the Ideal in Art. Let us now consider

more definitely what is meant by "idealizing." The aim of art is

to represent in sensuous form the various phases of the Idea ; that

is, of the concrete creative principle of the world, viz., Spirit.

Now this principle, as we have just intimated, has various phases.

To artistically represent any one of these, the forms of nature

must be employed. But these forms, as the}- occur immediately

in nature, will be found to represent srny given phase of spirit

only vaguely and inadequately, and to contain, besides, many ele-

ments foreign to the purpose of the given representation. To

give due prominence to those features which, in the form chosen,

express the given phase of spirit, and to eliminate those features

which have no reference to that phase, is to idealize the form. True,

in this there is great danger, on the one hand, of exaggeration ;
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and, on the other, of extreme abstraction. Yielding to the first of

these tendencies must result in monstrosities
;

submission to the

latter must end in lifeless, empty forms. The greatest artists of

the world have bordered upon both faults, and yet have at the same

time actually avoided both.

Let us now apply this to the three essential phases through

which spirit must pass in its development. The first of these

phases is essentially abstract and incomplete. In it spirit does

not yet clearly recognize itself. It perceives only a vast, im-

measurable power, or multiplicity of such powers, belonging to

nature, and dominating both it and man. In this conception there

could not but be something oppressive, and even terrible ;
and the

dumb show of this unspeakable awe is to be found in the vast

monuments — the Towers of Babel — which primitive people have

heaped up ;
while the desire to know, and the hopelessness of the

desire, were expressed unconsciously in the sphynxes of the antique

world. The extreme, both of abstraction and of exaggeration, ap-

pears here
;
for the imagination of the early world was not enriched

by concrete images, nor held in check by rational conceptions.

The second stage is where the imagination has become rationally

disciplined, but where, also, the reason has not yet passed beyond

the stage of the imagination. Thought is here rational and clear,

but is not completely
" reflected into itself;

"
that is, it has not yet

reached the stage of perfect self-consciousness, — the characteristic

which marks the third stage of the spirit's growth. But with the

discipline reached in this (second) stage, the phases of spirit which

are really seized will be seized with great clearness, and the forms

appropriate to their sensuous expression will be unerringly chosen

and perfectly idealized, — the choice itself, indeed, belonging to and

constituting the first step in the " idealization." Exactly the proper

degree of importance will be given to those features which are ap-

propriate to the expression of the particular phase of spirit which

it is desired to represent, while everything accidental and irrelevant

will be unhesitatingly put aside. This is the phase which had its

most perfect artistic expression in Greek Plastic Art, — a form of
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art which, notwithstanding its splendor and perfection relatively to

the earlier, is yet found to be abstract and imperfect in comparison

with the later phase.

The third stage, finally, is that in which spirit ai-rives at the ade-

quate comprehension of its own infinite nature and destiny. Here

man has, on the one hand, come to know the Supreme Power of

the world as One God, and yet, also, to conceive this God as mani-

festing himself in man, thus showing that man is inseparably united

with God, and paitakes most intimately of the Divine Nature. Here

the forms of nature, as such, are of still less significance for art than

in the preceding stage. In fact, those forms now appear distinctly

as expressions of spirit. The Ideal now no longer finds its adequate

expression in mere outer sensuous beauty. Its only perfect realiza-

tion is in the manifestation of the internal beauty of the soul. Hence,

on the one hand, all forms are alike admitted, irrespective of their

external beauty, provided they prove suitable to express some es-

sential characteristic of the new and infinitely concrete phase of

spirit ; while, on the other hand, it is evident that the tendency is

now strongly toward neglecting the use of immediate outward form

altogether, a tendency which culminates in the actual disuse of such

forms in music and in poetry.

We must here leave this phase of the Ideal in its universality
— a

phase which Hegel has treated, not only at great length and in rich

detail, but also with remarkable clearness, and often with a charming

beauty of expression.

77. Development of the Ideal in the various Forms of Art.

"We proceed next to indicate more fully the several progressive

stages of development of thought, as exhibited in the various phases

of art to which man's search after adequate forms of sensuous ex-

pression of spirit has given rise. This constitutes the theme of the

Second Part of the ^Esthetics. The First Part defines the Ideal,

and indicates in general the essential phases it assumes as spirit ad-

vances from the abstractness and unconsciousness of the primitive

stage of its existence to the concreteness and adequacy of perfect

self-consciousness. The Second Part traces again (this time histori-
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cally) these same phases of thought, and shows how the three essen-

tial (and most general) phases of art have grown out of them.

These phases comprise the types, or genera, so to speak, of the forms

of art. We proceed to consider them severally.

1. Symbolic Art. — Consistently with the conception that works of

art are but the outer, sensuous expressions of the inner conceptions

fromed by spirit, and that, therefore, these external products must

ever conform precisely to the several states of culture arrived at by

the various peoples producing them, the treatment here begins with

the simplest, most abstract forms, which forms prove also to be the

earliest in development. And let us observe at once that at every

stage of the spirit's growth all really serious thought is essentially

religious thought ;
and all honest inquiry must lead, sooner or later,

to the consideration of the question of the origin of the world and

of the nature and destination of man. To the uncultured mind of

primitive man such questions could present themselves only in vague

and imperfect form
;
but in such form they did present themselves,

and primitive man grappled with them as best he could. Apprehend-

ing these problems but dimly, his struggle to solve them was, never-

theless, intensely earnest
;
and though his solutions were extremely

imperfect, and even sometimes monstrous, when viewed from the

standpoint of a later age, still, for him they were solutions, and

solutions such as gave this wanderer in the primal wilderness a

steadiness of purpose and a sobriety of character that fitted him to

prepare the way and make straight the paths for the more fortunate

sons of men who were to come in later times.

Thus, among those peoples who were first to arrive at a definite

stage of civilization, properly so called, the world's origin was at-

tributed to the activity of an immeasurable power (or powers) to

symbolize which the figure of a human being with multiplied, heads

and arms was adopted by the Hindus and other peoples.
1 Sur-

rounded as they were, too, by the luxuriant vegetation of a tropical

1 We may note that evil powers were especially so symbolized. In the great

Hindu epic, the Ramayan, the king of the Kakshasas has ten heads and twenty
arms. The many-headed monsters of Hesiod's Theogony are familiar to all.

In the Norse Kdda it is said of one of the race of iutnar (giants) :

" Heads

she had nine hundred."
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climate — swift in its growth, and more swift in its decay— the

Hindus meditated much on the mysterious force productive of life
;

and out of the conception which they formed of this force, com-

bined with the reciprocal one of the destruction or death of all

objects possessing life in nature, grew at length the conception

of the god Siva, as at once both the destroyer and also the renewer

of life. He is sometimes figured as having two hands, and again

as having four, eight, or even ten hands, with five faces. He is said

to have three eyes, the third being in the centre of his forehead,

pointing up and down. These symbolize the three divisions of

time,— past, present, and future. Again, he is frequently repre-

sented as entirely covered with serpents, which are symbols of

immortality, etc. 1 Out of his worship, too, arose the symbol of the

sacred colossal column, typifying the reproductive power of nature,

and which, by successive modifications, was finally transformed into

the pagoda.

Even Brahma, the supreme power or being which absorbs all other

(i.e., all particular) beings into itself, and which are thus com-

pletely lost or annihilated as particular beings, is, after all, only a^

vast abstraction, symbolizing to the mind of the Hindu the mighty

process of the world, which process is, to him, the only abiding

reality, while in it individual existences arise only to again disappear

and lose their identity.

The Egyptians, again, arrived at a higher, though still indistinct

and inadequate conception of the powers that rule the world.

They even advanced so far as to recognize man as possessing

another life than the earthly, and greatly superior thereto. Thev

elaborated a system of theology which granted to the dead a res-

urrection at the end of three thousand years, during which period

the soul must wander through the world and enter into all forms

of animal existence, of the water, the earth, and the air. 2

1 See Garrett's Classical Dictionary of India. Madras. 1871.
1
Indeed, this very journey of the soul may well be looked upon as a vast and

vague emblem of a conception never distinctly seized by the Egyptians, viz.,

the conception of the universal nature of spirit But we must add, that while
the statement of this doctrine has the authority of Herodotus (II. 123), there
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Hence, so far as man is concerned, the whole attention of the

Egyptians was centred upon the future state. This life was

simply and solely a preparation for the life to come. Hence the

embalmment of the dead
;
hence the pyramids, which were at once

the tombs of their kings and the most perfect expression and sym-
bol the race could discover of the profoundest idea to which they

attained, viz., the idea of immortality. But this people, in the

monotonous round of their terrestrial life, also turned their gaze

to the unfathomable mysteries of their eternally cloudless skies,

and in the stars they read mystic, potent numbers, symbols of

which appear constantly in the stairways and colonnades of their

grand and gloomy temples, among which that at Karnak (on the

site of ancient Thebes) is perhaps a greater marvel than even the

pyramids themselves. But in all this the human spirit is never

found to have risen to the firm grasp and perfect mastery of those

vast thoughts. Rather, they were apprehended by the feeling or

sentiment of the race, and could more appropriately be styled im-

pressions than thoughts of this wonderful people, for no Egyptian

ever rendered any other than a mythical account of them.

Throughout this entire epoch, indeed, man knows only that there

are powers above him whose might he can never measure, whose

form and nature he can never wholly know. Hence he resorts to

vague emblems, which, like the Sphynx, that supreme symbol of

the Orient, rather state than solve the problems of deepest inter-

est to man. In this stage, therefore, all attempts at artistic

representation will be found to produce symbolic images which

correspond only in a vague way to the ideas they are intended

to represent ;
for the ideas themselves are but vaguely conceived,

and hence could at best be but indifferently expressed. Symbolism

is nothing to distinctly justify it in the Book of the Dead (translated by Birch

in Bunsen's Egypt, Vol. V.). Compare, also, Duncker's Gesehichte des alter-

thums, in which it is conjectured that Herodotus may not have perfectly un-

derstood the doctrine, and that the period of wandering may rather have

applied as a punishment to those souls who failed to receive justification at

the court of Osiris in the lower world. This conjecture would seem to receive

support from certain passages in the Book of the Dead.
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is thus seen to be the most perfectly appropriate expression of this

phase of thought.

2. Classic Art. — But man, in his spiritual nature, is the image

of the Absolute. In other words, the ultimate ideal of the human

spirit is the Absolute Spirit.
• But the difference between the act-

ual and the ideal man is thus infinite. Hence man is capable of

infinite progress. Undoubtedly, an individual man, and even an

entire people, may be placed in the midst of such conditions as,

for the time, to limit the development in the given case to a par-

ticular, and often narrow type. Indeed, this is quite inevitable in

the early phases of human history, and we thus have many ex-

amples of what the naturalists of the day are fond of styling

"arrested development." Happily, however, the race as a whole

is not bound by the local conditions of any one of its single divi-

sions, and the ultimate goal of one people will be found to serve

as the point of departure for another, whose vigor, instead of be-

ing exhausted, has only been fully aroused by passing through the

earlier stage or stages. The ancient Egyptians afford one of the

most notable examples in the world's history of a one-sided de-

velopment and of the exhaustion of a people in bringing into

realization the forms which their profoundest thoughts assumed.

The ancient Assyrians and Persians ought also to be named in this

connection. But, though they were exhausted by their labors,

their toil was not in vain. Its result was the bringing together a

vast mass of materials which were of incalculable value in the next

stage of human progress.

Recurring to the religious character of earnest thought, it will

be seen that the most important heritage left by those earlier peo-

ples of the Orient consisted in the religious conceptions which

they transmitted to succeeding races. True, these conceptions

were still gross, and even monstrous, but they needed only to

pass through a refining fire to come forth pure and beautiful.

Nor did this rich heritage fall to an unworthy heir. Even while

those peoples were in the prime of their activity, a youthful race,

full of vigor and of inextinguishable vivacity, was maturing a
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delicacy of spirit and a subtlety of genius that should be abun-

dantly able to bring about this splendid transformation. The rise

of the race of the Hellenes was the dawn of a new era in the

world. The Greeks accepted their divinities ready formed at the

hands of the peoples of the Orient, but they accepted them with a

lightness and poetic freedom of spirit such that, far from being

weighed down and oppressed by those vast and mysterious concep-

tions, they were only roused to a more determined activity that was

at length to penetrate their inmost secret and clearly define their

central thought. The gods, then, far from continuing to be ven-

erated under merely symbolic forms, as mysterious, vast, and

dreadful powers, now came to be clearly conceived as persons,— as

spiritual beings ;
and as, to the minds of the Greeks, the human

form was inseparably united with spiritual existence, and consti-

tuted its most perfect embodiment, the gods, just in proportion as

they became more personal, became more human. Hence, almost

from the first, the Greeks represented their gods under the human

form; and, there being no rigidly fixed conventional types (as

was the case in Egypt), the artist followed freely the inspirations

of his own genius. Thus, speedily, the characteristics of each

nature-divinity became clearly discerned and perfectly repre-

sented under appropriate human form and feature.

In the Oriental world we found thought which was vast, but also

vague. Rather it was thought under the "passive" form of feel-

ing, which submitted languidly to an incomprehensible and hopeless

fatality. With the Greeks we have thought which is specially

characterized by clearness and penetration. It is thought under

the " active
" form of intellectual comprehension, which bears with

it a freedom that acknowledges no absolute earthly lord, and which

even dares aspire to familiar friendship with the gods. There is

but one fatality here, and to this gods and men alike must bow.

Rationally viewed, however, this fatality is simply the law of Jus-

tice, which was personified among the early Greeks as the myste-

rious goddess Ananke, and again as the goddess Moere, who, it is

to be observed, wholly refuses to admit the superiority of any
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other divinity, even of Zeus himself. 1 But Zeus, as the supreme

divinity, could not be conceived of as doing or demanding any

thing essentially irrational or unjust. And if we reflect that Zeus is

the personification of the highest intelligence and law in nature,

and that intelligence and law must ever be consistent with and

constitute essential elements of justice, we will see that there

could never be any serious conflict between "Fate" and the

Father of the Gods. In other words, fatality, under the form of

justice, is found to be in reality an essential element of the highest

freedom.

But, however superior these charming creations of the free Hel-

lenic spirit may be to the monstrous forms which preceded them,

they are still limited, finite. From its very nature, potytheism

cannot escape the finitude of the divine. Hence, from the first,

the gods of Greece are doomed. For a time they will answer all

the longings of the human spirit. But man, just because of his

inborn characteristic of never-ending progress, must, sooner or

later, be confronted by problems which no oracle of Apollo can

ever resolve.

It was indeed (at least from the artistic point of view) fortunate

that the period during which the Greeks discovered no imperfec-

tions in their gods lasted long enough to permit the full development

and happiest possible utterance of the genius of this marvellous

people. In the Orient there had been only vague conceptions,

vaguely symbolized. The connection between form and content

(or significance) was, therefore, feeble, and in large measure arbi-

trary. With the Greeks, on the contrary, conceptions were of the

utmost clearness and definiteness ; and since they were of the imag-

inative type, they were, to the Greek mind, rather conceptions as

images, than conceptions under the forms of images. Here, indeed,

so close is the connection between form and content that the two are

fused into a single totality, which the Greek accepted as simple, and

which he never thought of analyzing. Here we have the opposite

extreme from symbolism, and it is the one sole phase of art in

1 See Murray's Hand-Book of Mythology.
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which this perfect coincidence between form and content really

exists. This unity of form and content will, without doubt, be bet-

ter understood if it is remembered that " foi'm
"

is not to be under-

stood as a gross, material thing. It is not wood, bronze, stone. It

is essentially an idea. It would not be a mere rhetorical figure to

say that the " forms " of the gods floated down out of the ethereal

depths, and gradually revealed themselves, in all their majesty, to

the enraptured vision of the Greek artist; just as, through the

mist and haze of a dissolving view, one of his own grand statues

may be gradually focussed into perfect distinctness before the eyes

of the charmed beholder. Or, again, just as the goddesses de-

scended in golden clouds to ask of Paris his award of the prize of

beauty, so, it might be said, there hovered before the mind of the

Greek sculptor a dazzling golden glory, in the midst of which he

presently discerned the resplendent form of an immortal god. To

the artist the products of his own genius seemed objective, divine

realities. His inspirations he attributed to some one of the gods ;

and in order to reveal to others the splendid visions with which he

was favored, and, at the same time, to show his gratitude to the

gods, he concentrated all his glowing, devout enthusiam into carv-

ing from a block of marble a material form which should be as exact

a counterpart as possible of the divine form he had been permitted to

view. We distinguish between the creative energy and the product

of that energy,
— between the thought (or

" matter ") and the form.

The Greek artist made no such distinction,
— did not scrutinize the

activity of his own mind. He felt a divine rapture in his own soul.

He saw the divine form which to him was the external cause of his rap-

ture, and to him that form was all in all. In the actual working out

of material forms he did, undoubtedly, use "models;" but, far

from merely copying these models, he idealized them : first, by care-

ful selection, and, secondly, by actual modification, so as to make

them conform as nearly as possible to the transfigured image in

his own mind.

If, now, we bear in mind this distinction between thought and its

sensuous expression, between matter and form, we will see that so
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soon as, in the common consciousness of a people, there is reached

a grade of thought that is not only clear and vigorous, but also at the

same time consciously reflective, and which thus does not admit of

precise and simple sensuous expression, the period of naive, spon-

taneous, unconscious thought has reached its close, and Classic Art,

whose very essence is the complete blending of content and form in

sensuous images, has entered upon its decline.

Let us now briefly summarize the results thus far attained. We
have passed through two epochs of thought, and through two cor-

responding epochs of art. In the first, thought was vague, and

the most important conceptions were those of vast, incomprehen-

sible powers, which rule the world. Man, too, was conceived of

as a being who might rise to a higher life
; though what that life

should be, or just how it should be attained, was by no means

clearly made out. In the effort to give outward expression to

these conceptions (or, rather, as we have already suggested, im-

pressions), a vast number of remarkable monuments were con-

structed, but all these were enigmatical and mysterious, and con-

tained no real solution of the problems to which they referred.

There was, therefore, only a vague and general correspondence

between the content and the form. Thus, the essential character-

istic of this phase of art is its Symbolism. In the second of these

epochs, developed on the part of a people possessing a wider

range of capabilities and surrounded by vastly superior condi-

tions, we saw the vapors lift from the atmosphere of thought,

leaving it pure and clear. Here man speedily accustomed himself

to the most delicately distinct vision, but it was vision of essen-

tially poetic type. It was characteristic of the Greek to look at

every thing with the eyes of an artist. His very vivacity helped to

make all his conceptions the more intensely sensuous the more

vivid they became ; so that the moment he grasped a clear con-

ception, that moment he found himself possessed of a beautiful

image. Here thought and image were one. And as the highest

sensuous and outwardly visible expression of thought is the human

form, so in the Greek mind the highest powers of the world speed-
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ily became blended with that form. Here, indeed, so perfect is

the correspondence between conception and the form of its ex-

pression, that the people among whom this phase of thought was

developed discerned no distinction whatever between them. Mat-

ter— or content— and form constitute a simple, indissoluble unity.

With the Greeks, thought underwent sublimation, and the rich

deposit of this process was the grand and beautiful images of the

Greek gods.

Here, among this truly "classic" people, this phase of art

reaches its ultimate perfection, and it is thus appropriately styled

the Classic Form of Art.

III. Romantic Art. — We now pass to the consideration of the

succeeding phase of art, which, let us repeat, is but one mode of

manifestation of the phase of thought succeeding that of the

Greek world of beauty ; and, in the first place, we must trace its

connection with this earlier phase. We have, indeed, already

called attention to the characteristic of finitude attaching to the

gods of the Greeks, as well as to the consequent fact that the

human spirit, with its capabilities for unlimited progress, must

sooner or later discover their imperfections, and seek a more ade-

quate conception of the Divine. It is precisely this transcending

of the classic phase of thought, properly speaking, that forms the

transition from the old to the new, and thus constitutes the real

link between them. We will here briefly indicate this transition:

Up to the time of the Persian wars, the Greeks had led an almost

idyllic life
;
and if, previous to this first really severe struggle for

independence on the part of the Greek people, after they had be-

come distinctly formed as a people, the supremacy of their gods

had not been seriously called in question, that supremacy had now

been most signally confirmed by the splendid victories vouchsafed

to a mere handful of Greeks over the well-nigh countless hosts

of invading
" barbarians." How deeply penetrated the Greeks

were by the devout, joyous conviction that these triumphs were

due to the favor of their gods is shown by the fact that the whole

people devoted themselves for years afterward to the exhibition of
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their gratitude ; and, under the fostering care of a Pericles, guided

by the creative genius of a Phidias, Greek art speedily rose to its

highest point of perfection in the grand monuments erected in

honor of the invincible gods of the Hellenic race.

But, in this very activity, thought had acquired a momentum

that was destined to carry it beyond all finite forms,— a result

which must have been greatly hastened by the political events which

soon followed. Thoughtful minds could not fail to be profoundly

impressed with the fact that the gods, who had so lately given the

most signal proofs of their resistless might, and of their active

interest in the welfare of the Greeks, should suddenly seem to

have lost their powers or to have departed from the earth alto-

gether, when from jealousies among the Greeks themselves there

arose the disastrous Peloponnesian war, which exhausted the vital-

ity of this splendid people, and prepared the way for their over-

throw and final subjugation. Socrates appears to have been the

first to divine the nature of the new movement thus accelerated.

In his youth he had seen Pericles, and listened to his orations.

He lived through and took active part in the Peloponnesian war.

True to his instincts as a Greek, he had begun life as a sculptor.

But the spirit of doubt and inquiry was already abroad, and his

active mind, once aroused by the new impulse, could no longer

rest in the simple forms of the Classic Ideal. His life henceforth

was devoted to a search after truth for its own sake. Then fol-

lowed Plato and Aristotle, with whose united work the adequate

comprehension of thought, separate and apart from all sensuous

image, was at length perfectly achieved. Thus was effected for

man, once for all, the absolute distinction between idea and

sensuous image— between content and form— the indissoluble

unity of which, it cannot be too much insisted upon, constitutes

the central characteristic of Classic Art. Thus had the human

mind passed beyond the limits of the Classic Ideal, and henceforth

the history of Classic Art is but the history of its decline and

fall.

This was, indeed, a momentous epoch in the history of the hu-
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man spirit. Previous to Socrates, the faith of the Greeks in their

gods was of the naive, unquestioning kind, while their conception

of immortality was of a wholly shadowy type.
1 Gods and men

were alike finite, and had mutually exclusive interests and aims.

With Socrates, Plato, and Aristotle, on the contrary, rational

demonstration of the oneness of the Divine was arrived at, while

definite and profoundly spiritual significance was given to the doc-

trine of individual immortality. These great thinkers had, indeed,

led man to the very portals of the temple of truth wherein the

true God dwells. Into this temple man was to enter in the suc-

ceeding epoch, and to bow before this God ;
and in so doing he

was to arrive at the comprehension of himself as a spiritual being,

having anfinfinite destiny, at the same time that he recognized the

Divine as Absolute Spirit. With the pre-Socratic Greeks, man

found in himself the suggestion of the ideal which he perpetually

strove to realize in his gods. In this new period, man discovers

in the Divine Spirit the Absolute Ideal which it will be the central

aim of his immortal existence to realize within himself. With the

early Greeks, the gods were created in the image of man. With

the higher conception, man is found to be created in the image of

God. With the distinctively classic phase of thought, coincidence

between the interests of the gods and those of men was only

occasional and accidental. On the higher plane, it is discovered

that the interests of the Divine and the human are essentially and

forever the same. The clear conception of this intimate union,

this essential identity, of the interests and nature of the Divine

and the human, constitutes the central luminous point in the his-

tory of the world, and its complete realization is the glory of the

Christian religion.

We have now to consider briefly the development of which this

1 In the Odyssey, Achilles is represented as exclaiming that he would " rather

be a servant of the fields, and, poor himself, serve a poor man for a pittance, than

lord it here over all the vanished dead." We may note, by the way, a similar

sentiment in the Norse Edda. In the Havamal it is said: "It is better to live,

even to live miserably.
* * * To be blind is better than to be burnt [on the

funeral pile]."
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new idea is capable in the realm of art; and, first, it is imme-

diately manifest that, should this new phase of thought be seized

only on the side of its pure spirituality, it must at once put an end

to all forms of art which consist in direct sensuous representation.

But, instead of presenting itself in this, to the sensuous imagin-

ation, wholly abstract fashion, it made its appearance in the

world in precisely the most impressively real and visible form that

it could possibly assume. God was made flesh, and dwelt in the

midst of mortal men. If the Greek religion was the anthropo-

morphism of the gods, we might, on the other hand, say that in

showing God to be the Absolute Ideal of the human spirit, the

Christian religion is the apotheosis of man
; and yet, also, with

equal propriety, that Christianity presents, in the person of Christ,

an anthropomorphism of a degree not only immeasurably superior

to any that had previously appeared in the world, but also the

very highest possible, since it presents the conception of the only

true and living God as present to the world under the form of an

actual human being. Thus, God is conceived as actually partici-

pating in all the vicissitudes of human life, and as exhibiting an

infinitely tender sympathy for man in all his cares and sorrows.

In all this there is manifest the intent to show man how best to

comprehend and realize his own sublime ideal. This divine pathos —
this infinitely tender and absolutely spiritual relation between man

and God— is a wholly new feature in the history of the human

spirit; and Love, thus transfigured, constitutes a vital element in

the new world of art. Nor must we fail to recognize the immense

importance, in this new field, of the element of suffering. So soon as

man comes to comprehend his own divine ideal, he is also profoundly

impressed with the truth that all things finite and transitory are as

nothing; that, indeed, they are rather hindrances to the realization

of the complete life of the spirit. Man, it is seen, must become dead

to the finite world— in itself a world of fleeting shadows— in order

to attain to the perfect life of the soul in the world of the spiritual,

the infinite, the eternal, the only world of realities. But this is a

total inversion of the convictions which the individual had pre-
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viously entertained, and involves a sacrifice of all that before had

seemed valuable,— a sacrifice which, in its turn, involves immeas-

urable pain. It is in this very fact, that the higher can be attained

only through the sacrifice of the lower, and that this sacrifice is

made only at the cost of profound suffering on the part of the in-

dividual, that we discover the immediate ground of the infinitely

tender sympathy which God manifests to man.

Suffering, thus considered, also introduces the " heroism of res-

ignation," a conception which, it scarcely needs remarking, was

wholly impossible in the religion of the Greeks.

The central conceptions, then, which constitute the basis of art

in this new field are these : Man has an infinite destiny. He is

made in the image of God. God is the Ideal of man. Thus,

there is a necessarily intimate relation between the Divine and the

human. God views man as his own image, and desires the per-

fection of this image. Man views God as his own Ideal, and

struggles to attain to it. But, in oi'der to make any genuine

progress towards the realization of his Ideal, man must sacrifice

all that, for the present, seems real and valuable. He must suffer,

and yet suffer patiently, since this is a necessary, or, rather, un-

avoidable, phase of his advancement to a higher life. Nevertheless,

in this struggle and anguish man is supported by the infinite com-

passion of God, who, to give proof of the depth and sincerity of His

interest in and sympathy for man, descends into the world of the

finite, assumes the human form, becomes preeminently the Man,

of Sorrows, and even submits to the anguish of a oruel and shame-

ful death. Thus, there is infinite occasion for love and gratitude

on the part of man, while faith and hope were raised to their sub-

limest height by the resurrection and ascension of Christ. God,

as man, voluntarily assumed the limits of the finite, and seemed,

for the moment, to sink beneath the crushing weight of His self-

imposed burdens ; but man, as God, burst all these bonds asun-

der, and showed mankind the way to the attainment of a trans-

figured and glorified existence.

Such are the central conceptions which have most deeply
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stirred the hearts of men in the modern world, and to represent

which the sublimest forms of distinctively Christian art were cre-

ated. The birth, life, sufferings, death, and resurrection of Christ

have been the themes towards which the artists of the new era have

ever turned, as if by an irresistible fascination. Upon these themes

they have exerted their finest powers and achieved their sublimest

triumphs.

But the religious life of man. in general, is directly connected

with these themes, and forms in turn a series of admirable sub-

jects for the new art. First of all, there is the exalted idealiza-

tion of woman, and of the family relation, in the adoration of the

Virgin Mary. Then follows the commemoration of the lives of

those persons who, by their peculiarly Christ-like characters and

lives, were thought to be in some measure a re-representation of

the Divine Idea in man, and who were, therefore, authoritatively

designated as Saints, or holy ones (sancti).

It will now require but a moment's reflection to become fully

conscious that, with this new phase of art, sensuous beauty is no

longer the highest aim. The beautiful is, indeed, its aim
;

but

it is now the beauty of the spirit that is sought, some of the

noblest phases of which are exhibited in suffering, and thus in-

volve the introduction of the physically ugly in the new works of

art. The physical or sensuous is no longer any thing more than a

means. The spiritual is now the chief end and aim. Physical

beauty is, indeed, still highly desirable ; but, nevertheless, it has

now become distinctly subordinate and accessory.

We have thus seen beauty pass through or assume three phases :

The first was that of the abstract beauty of mathematical (and

architectural) forms ; the second was that of sensuous beauty, pre-

sented under actual materialized forms, and occupying the three

dimensions of space, but expressing spirit at every point ;
the

third we have just found to be that of spiritual beauty, expressed-

as we shall find more full}- developed presently, in the look of the

eye as well as by attitude and gesture, and, finally, by tone and

language. In this, then, is manifest an ascending series, from the

material (with just enough of spirit exhibited in it to give it the
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simplest abstract forms) to the spiritual, which has gained com-

plete mastery over matter, this element being now admitted only

as a means to the expression of the spiritual.

With the next step, spirit finds itself in the region of pure

thought, a region to which images are foreign, and which is, as we

have already expressed it, a super-artistic world.

III. System of the Particular Arts.

In this sketch we at first considered the Ideal in its most abstract

universality. We then traced the three fundamental phases through

which the Idea must pass in its complete realization. Along with

this we noted the outward representations of the Ideal in each of these

three phases. We now come to consider, as far as the present limits

will allow, the chief characteristics of each of the special arts
;
and

thus, at the same time, to bring into still clearer light the rationale of

their classification.

1. Architecture. — Architecture is generally admitted -to have been

the earliest in development, at least, of the arts of visible represen-

tation. M. Violet-le-Duc styles architecture and music twin-broth-

ers, and declares that "
sculpture and painting are to architectm-e

what pantomime and poetry are to music
;
that is to say, derivatives,

necessary consequences." Considering their relation in another way,

and having Gothic architecture in mind, Schlegel poetically describes

architecture as "frozen music." It will be worth while to keep in

memory these suggestions respecting the intimate relation between

two, at first view, so widely different arts
; though the connection we

shall have to point out between the one and the other of the several

arts will be of a quite different order from that suggested by either

of these celebrated critics. We have, in short, to indicate that more

deeply historical connection which consists in the logical relation of

the various arts as appropriate sensuous expressions of the successive

phases of spirit. We have already considered these phases, and

have found them to be essentially three in number, of which the

artistic modes of expression are severally and significantly designated

by Hegel as the Symbolic, the Classic, and the Romantic.

Now, it is important to remember that by the course of the devel-
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opment of spirit in the world can only be meant the course of the

development of individual human spirits in more or less extended

groups, man being capable of any high grade of progress only

through community with his fellow man. But at the beginning of

the conscious life of every individual spirit, as in every beginning,

there can be but an abstract sum of possibilities. Nothing is realized

as yet, beyond the mere fact of existence. But every new experience

of the individual transforms some one of these possibilities into a

reality of his existence. Thus, day by day, his life becomes more

concrete and actual. Now, when the whole race consisted of indi-

viduals practically in this abstract stage of "
beginning," there must

have been a period of no slight duration in which the best thought

realized by man was still but of a very simple and abstract or rudi-

mentary type ; and, as higher planes of thought began to be reached,

the symbol, as the problematic solution of but half-comprehended

questions, must be the first form which the products of serious artistic-

effort could assume. It should also be borne in mind that while

certain portions of the race were advancing beyond this imperfect

stage of thought and its crude forms of expression, other portions

remained within it, and proved wholly incapable of rising out of it.

For these, of course, Symbolism remained, if we may so say, both

the highest phase of thought and also the highest form of artistic

expression.

To this phase of thought, not only is Architecture found to con-

form in the merely outward fact of its being chronologically the first

of the arts of visible representation in its development, but this fact

is itself explained (so far as we consider architecture as an art) b}*

the deeper relations which this art bears to the earlier phase of the

spirit's growth. The forms of architecture are rigidly mathematical.

Its material is inert matter, and this material it must use in large

and heavy masses. It is bound irrevocably by the law of gravitation,

and can take no step but in obedience to this law. Primarily, archi-

tecture constructs simple geometric figures. Throughout there is

abstractness. An architectural structure is thus rather the suggestion

than the expression of an idea. In other words, it is a symbol, and

this is its highest power of significance.
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Beyond question it also presents a plastic phase among the Greeks,

and is then appropriately styled Classic Architecture ; while again,

when the stage of complete consciousness and universal thought is

reached, the highest architectural product is an intimation or symbol

of this new phase of thought, and is thus justly denominated Romantic

Architecture. But with the Egyptians the architectural structure

was not symbolic from one side merely. It was well nigh exclusivel}"

a symbol. With the Greeks, on the contrary, the chief aim of archi-

tecture was to construct a dwelling for a god ;
and this dwelling

conformed naturally to the same general characteristic which distin-

guished the god himself. Plastic beauty in the temple was required

to correspond to the plastic beauty of the divinity dwelling within
;

and the greater part of that which was outwardly visible in these

temples consisted of their beautifully carved columns, together with

surfaces covered with exquisitely wrought forms in relief, just as the

one object of interest within was the splendid image of the god,

executed with all the loving care and skill of the inspired genius of

the Greek artist. And yet, what more splendid symbol could there

be of the implicit faith of the Greek mind in the government of the

world by the laws of beauty and harmony? It is a joyous emblem,

typifying an inwrought assurance £hat the age of Zeus— of the pre-

ponderance of rational will— shall never end ;
that the worship of

Apollo
— that is, the seeking the most perfect enlightenment

— shall

continue forever ;
that the shrine of Athene— the embodiment or

blended totality of the loftiest wisdom and virtue and refinement—
shall never be overthrown.

Again, in Romantic Architecture there is manifest a most signifi-

cant symbolism ;
and in the typical cathedral— the culminating point

of this branch of art— we have a symbol of one of the profoundest

truths of the world, namely, that the ideal world, or the universal

world in its absolute totality, is a Unit, not merely in the abstract

sense of definition, but also in its inmost and most vital essence ;

that in this vital unity is found a vast multiplicity of individuals,

each of whom is (ideally) completely independent in his own sphere,

while all are (ideally) in mutual accord and harmony; and all, again,

in their own independence, are still dependent, first upon one another,
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and finally upon the Might}* Whole— upon the Absolute One— who

gives to each his true dignity and worth. 1

We must remark, however, with reference to the Christian cathe-

dral, that its chief immediate aim is, after all, to provide a place of

assemblage for the faithful, who congregate here to worship, in spirit

and in truth, the God who declares that he is Himself a Spirit, and

that no worship is acceptable to Him save that which is of and by the

spirit. Here also God dwells in His temple, but not in visible form.

His worshippers assemble here in multitudes ; but it is in order that,

shut in from the outer world and in the company of the devout, man

may commune individually and directly with his Maker : and from

such worship he must ever go away with a deepened conviction that,

after all, the permanent temple and true image of the Divine Spirit

are to be found in the human spirit, and there alone.

Symbolic Art, as sttctu reached its perfection in the architecture of

the ancient Eg\'ptians. But this has not prevented the appearance

of symbolism as an element of later forms of art. The "new"

becomes more complex and richer than the "
old," not by destroying

and casting aside, but by appropriating and assimilating the old.

2. Sculpture.
—The complete presupposes the incomplete. Beauty,

as a fact already accomplished, presupposes the various stages of

more or less unsuccessful struggle toward the realization of the

beautiful. Art, as pure symbolism, is this unsuccessful, and in

great measure blind, search after Beauty. Architecture exhibits the

activity of spirit in the inorganic stage. It is the unconscious pre-

monition of organism,
— the chemical energy whose products are

geometric, crystalline forms. But spirit, in order to become truly

spirit, must pass be}'ond this phase and attain to complete personality

and perfect self-recognition. Between the first irreflective stage of

spirit, however, and this final stage of perfect consciousness, there

is an extended and complex course of discipline to pass through ; of

which course, however, we can here indicate only the most essential

phase, and that with special reference to its controlling influence in art.

1 We might, indeed, suggest, by the way, that this truth is again symbolized
in another way by the American State, with its appropriate and profoundly

significant motto of Many in One.
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The first step which spirit takes, in freeing itself from the abstrac-

tion of architectural forms, does not extend so far as to free itself

from the corporeal altogether. Out of architectural s}
rmbolism, spirit

rises to the height of discovering itself to be truly and immediately

expressed by the human form
;

or rather, it discovers itself as a

human spirit, without distinguishing between itself, as spirit, and the

outer form by which it is embodied. Thus its form still occupies the

three dimensions of space, and is, like the architectural structure,

still subjected to the law of gravity, though in far less degree.

True, it may be said, in one sense, that sculpture began in colossal

images like those of Egypt. But, again, we may with entire justice

assign these to architecture rather than to sculpture, both from the

fact of their great mass, on the one hand, and, on the other, of

their being almost invariably given an architectural arrangement.

They constituted, in short, the symbolic and preparatory phase of

sculpture, which, when it came to be truly developed as such,

revealed an image with upright postiu'e, upon a base wholly inadequate

from an architectural point of view. This image of sculpture is a

being possessed of vitality and pervaded by spirit, and is thus enabled

to stand erect upon the earth, in opposition to the law of gravity

and to the proneness of the merety animal nature.

The temple was only an external wrappage for the god dwelling

within. The relation between the two was rather conventional than

profoundly real. With the statue, on the contrary, the relation be-

tween spirit and form is that of the utmost intimacy. Form is com-

pletely penetrated by spirit, so that the latter reveals itself at every

point. The two elements blend, in fact, into a perfect and insepar-

able totality.

But let it be noted that it is in form, as form, that spirit here finds

its expression. What spirit seeks at this stage is a form which is

perfectly commensurate with itself (i.e., with spirit). Hence no

element must be permitted to enter which would disturb this unity,

or in any way obscure its nature. This is the final and unanswer-

able defence of the Greek artists of the best period, in their rejection

of color in their work. This is not to deny that many statues, even

of the best period, were colored. On the other hand, however, this
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fact of the use of color in statuary can be shown in every instance

to be a concession on the side of art. made either to religious en-

thusiasm— like that by which statues were also, even in the best

period, often made after ancient and venerated, but wholly con-

ventional types
— or to a misguided desire for display and luxury on

the part of those at whose order the work was produced. At the

same time, this ver\r

perfection and adequacy of form, to which such

preponderating importance is here given, reveals precisely that ab-

stractness to which we have already referred l as characterizing

Classic, in comparison with Romantic Art. Form ma}*, and in Greek

art has, become absolutely perfect as the sensuously beautiful mani-

festation of spirit. But it is only as form that it constitutes such

manifestation. On the other hand, spirit possesses many modes of

giving utterance to itself, the most complete and concrete of which is

language. Of this, again, the application in art makes its appearance

as poetry, which cannot, indeed, present its objects and personages

immediately before our eyes, as sculpture does, but which can de-

scribe them for the imagination and can represent them as passing

through a whole series of the most animated actions : while sculpture

is restricted to representation in a given single moment of time, and

therefore to a single given phase of activity in each particular work.

Even painting greatly excels sculpture in the adequacy with which it

expresses spirit.

Sculpture, then, constitutes the first step in advance beyond archi-

tecture, and it pauses with this Jirst step. It takes as its object the

simple form of the human body, and by this form it expresses

spirit, because spirit does not yet know itself apart from this form.

Let it be noted, however, that it is only with the ideally perfect

spirit that the ideally perfect form can coincide. Hence the faultless

statue, with every thing removed that could disturb the purity of the

form, presupposes the faultless, and hence serene and eternally calm

and self-satisfied spirit. This is the secret of the changeless repose

and dignity of the best works of Classic Art. It also shows us why

nothing that was not beautiful either was or could be tolerated in

1 See p. xviii. of this Introduction.
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this phase of art. It is thus, too, that all the best works of Classic

sculpture represent the divine, and that the human side appears,

with its weaknesses, caprices, and passions, only in works represent-

ing animal, or at best half-animal, nature,— such, for example, as the

fauns and satyrs.

Later, again, the natural and human side began to be represented

in portrait statues
;
but these, by their very truthfulness to the

physical characteristics of the living model, reduced sculpture from

its high vocation of representing the divinely perfect forms of un-

changing beauty, to that of a mainly mechanical pursuit, having no

rule but that of following the accidental in the particular form to

which it was to lend an inglorious immortality in marble.

Thus, the sculpture of the Classic Ideal passed to its irrevocable

ruin
;
while the strain after dramatic effect in the groups of this later

period shows the final displacement of the spirit of Classical Serenity

by the deeply penetrating sentiment of unrest and insecurity which

marks the transition from the epoch of Classic to that of Romantic Art.

It may be remarked, further, that sculpture does, indeed, reappear

in connection with the Romantic Ideal
;
but the more definitely it

attempts to grapple with the new ideas, the more distinctly does it

prove itself to be inadequate to their expression. In these very

efforts it is driven, by the complexity of the conceptions and the

multiplicity of the personages, as well as the energy of action which

these conceptions demand, to the use of reliefs, and to the intro-

duction in these of elements belonging to another and more adequate

form of art,
— that is, to painting.

3. The Romantic Arts. — In his "Philosophy of History," Hegel

declares that "the history of the world is none other than the progress

of the consciousness of Freedom." This is the key-note, not only

of the work from which it is quoted, but also of his ^Esthetics and

of his Philosophy of Spirit in general. We meet again and again

with such expressions as "the return of spirit to itself," "the

reflection of spirit into itself." All these expressions have in reality

the same meaning. The "progress of the consciousness of Free-

dom "
is precisely the same process as the " return of spirit to itself,"

or "the reflection of spirit into itself;
" and this process, otherwise
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defined, is that by which spirit becomes actually what it is ideally.

Its true self is its ideal self. Hence it returns to itself by attain-

ing to or realizing its own ideal.

The whole of the ^Esthetics has for its purpose to trace one of the

most important phases of this "
progress of the consciousness of

Freedom." In the Orient, we see spirit still involved in matter,

and not only unable to extricate itself therefrom, but also even wholly

wanting in any true consciousness of itself as spirit. Its vague

conceptions of the world it shadowed forth in its vague sjmbolic

structures. With the Greek world we see spirit already freeing

itself from matter as mass, and attaining so far to consciousness of

itself as to recognize its own human and corporeal personality, if we

may so speak. It is still involved in matter, but mass has now given

place to form, and this form is pervaded by spirit, and combined

with it in an inseparable and vital unity. But this unity is not an

abiding one. It is the manifestation of spirit in form, to the exclu-

sion of other modes of its utterance
;
and spirit, in oi'der to become

completely reflected into itself—that is, in order to perfectly realize

its own ideal— must utter itself in all its modes. It is, indeed,

through the increasing assurance of its own self-identity in the midst

of all the variety of its impressions, as well as of its modes of utter-

ance, that spirit attains at length to perfect consciousness of its own

inner subjectivity or spiritual personality-, in contrast with all that

is objective and corporeal. It is precisely with the attainment of

this perfect self-consciousness that spirit may be said to have entered

upon its substantial and adequate existence as spirit ;
and in the sen-

suous forms of which it makes use in giving utterance to itself in this

new sphere, we recognize the three arts which, in this system, are

called the Romantic Arts.

Thus we see that the principle of subjectivity
—

i.e., of self-con-

sciousness on the part of spirit
— is the predominant characteristic

in this new field of art
;
and it also becomes evident that this prin-

ciple is essentially opposed to the natural union of the spirit with

its corporeal form. In the Romantic Arts, then, the internal and

spiritual manifests itself for its own sake, and even if by means of,

at the same time in contrast with, the external and corporeal.
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Now, the representation of the spiritual will here assume two

phases. On the one hand will appear the Divine world, "God in

spirit and in truth
;

the Absolute, knowing Himself as infinite,

personal, and free Spirit." On the other hand we shall have the

temporal and human world in its own independence, and developing

with all the peculiarities of individual life.

These two sides unite in the principle of subjectivity or personality,

which is common to both. Thus the Divine will here appear so much

the more as real, living, and present personality in human form
;

while the human, in its independence, will, by lending its own interests

to the external in general, give open way to the representation of

ever}' phase of particularity.

Within the present limits we can do no more than intimate, in

the most general manner, the essential characteristics of the several

Romantic Arts, together with their relation to one another and to the

preceding phases of art.

(a.) Painting.
— At the outset we meet with this objection to

classifying painting with the Romantic arts, viz., that, as a matter of

fact, painting was exercised as an art in the pre-Christian world,—
in Eygpt, in India, in Greece, etc. Further consideration will

show, however, that this fact is no more to be taken as an objection

to the classification of painting with the Romantic arts, than is the

existence of sculptured images in Egypt, previous to the full devel-

opment of Greek art, to be accepted as a valid objection to regard-

ing sculpture as preeminently the form of art peculiar to the classic

world. Each form of art has its own peculiar capabilities for the

expression of spirit ;
and it is only to that epoch in which its dis-

tinguishing characteristics are called forth and fully developed, that

any form of art may be properly said to belong.

As we have already seen, sculpture marks that stage in the prog-

ress of spirit in which the latter becomes able to extricate itself

from matter as mass, though it still finds itself enveloped in matter

as form; which form, however, it complete!}' pervades. With the

next step, spirit becomes completely conscious of itself as spirit ;
it

"returns to itself," or comes to itself. With this the unity of the

classic ideal is completely and finally broken up. Spirit may still
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manifest itself in the corporeal, but the corporeal can here attain to

no higher rank than that of an appearance of the spirit.
— a means,

by which spirit manifests itself as spirit. It is precisely this phase

that is perfectly unfolded in Painting, and in which the utmost capa-

bilities of this art are called into full activity : whence it becomes

evident that, until this phase of spirit was reached, painting could

not possibly pass beyond a comparative!}* rudimentary state. The

Egyptians were utterly powerless to produce the simplest effects of

perspective,
1 while the paintings of the Greeks were always plastic,

rather than picturesque, in character. Neither expressed any pro-

found phase of spirit, simply because spirit was not comprehended

in any profound sense by either of these peoples during the periods

of their most successful artistic activity.

To this we can here add but the following very general remarks

respecting the subject-matter, the physical element, and the mode of

artistic execution in painting.

As to the subject-matter, we have already intimated that this is

presented in the Romantic arts in general,
— on the one side as the

Divine world, and on the other as the human world. The whole

circle of religious conceptions is open to more or less direct pictorial

representations. Not only the joys and sorrows, the hopes and fears

of the faithful, but also, in a measure, evil deeds, together with the

punishment and despair of evil-doers, are legitimate subjects for this

art. But most of all, and altogether for its highest achievements,

painting has always chosen, and must always choose, the subject-

matter of its representations from the history of Christ and of His

disciples in general, including not only His immediate personal fol-

lowers, but also all those in whose lives the Divine Spirit has been

conspicuously manifested.

Again, the human spirit, having arrived at perfect consciousness

of itself, is now independent, and proceeds to represent itself as

spirit by means of the simulated forms and images of which painting

makes use. But this distinct separation of the spiritual as the object,

from the corporeal as the means, of pictorial representation, gives to

1 See first chapter of "Woltman's Gesehiehte der Malerei. Leipzig. 1879.
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the corporeal, even in its most fugitive phases, a kind of indepen-

dence which renders it capable of becoming an object of interest in

art
; for to the free spirit of man every thing in the surrounding

world is related and of interest, and the moment any object, however

insignificant it may otherwise be, is appropriated to human uses, it

at once becomes a legitimate object of artistic representation. Nay,
even if they are not shown to have this direct relation to man, they

may still be made to interest us, in a measure, through the personal

skill of the artist in representing them.

As to the physical element of painting, it must suffice to call atten-

tion to the fact that the corporeal is here no longer a reality, but only

an illusion. Space is not really space without all its dimensions ;
and

in painting we have but two of these dimensions. We have no longer

the solid, as in architecture and sculpture, but only surface. This is

another step in the withdrawal of spirit from matter and in its concen-

tration upon itself. With this step, spirit has extricated itself from

the corporeal as a reality, and now makes use of it only as a

semblance.

Still, surface is rather the condition of painting than an element,

properly so called. The real physical element of which painting

makes use is light. In architecture and sculpture, the physical and

concrete element was resisting, heavy matter,— matter which seeks a

centre outside of itself, and hence has not found its unity. Light,

on the contrary, is absolutely imponderable and non-resistant. It is

the primal identity in nature, and has nothing in common with the

dimensions of the solid. It is in consequence of this ideal character

that light becomes the physical element of painting. Light, as such,

however, exists only as the one side or phase. It has the property

of rendering objects visible. These objects are thus in contrast with

the light. They are non-luminous,— dark. But these objects appear

to the spectator more or less luminous according as they are near or

remote, of one or another texture, and according to their position

in relation to other objects as regards the direction of light, etc.,

etc. In short, we have here the whole subject of aerial perspective,

from which linear perspective is, of course, inseparable.

But light and shade are here manifested, not simply as such, but by
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the added power of color, which, by the strong contrasts and the

infinitely varied gradations of which it is capable, embraces a well-

nigh unlimited range of representation.

Thus, by its rejection of the third dimension of space, and by its

use of the simple semblance of objects, but aided by the twofold

miracle of perspective, painting is able to hollow out infinite distances

on the canvas, and to represent in a single work of art a vast multi-

tude of related objects, which yet present the utmost variety of

appearance both in form and in color. Its only limit is. that all these

objects must combine in a natural and manifest unity, and that

nothing shall appear to be determined by chance.

Finally, respecting the mode of artistic representation, we will add

but the single remark, that this has reference to two widely separated

extremes: "On the one hand, the depth of the subject, the religions

and moral seriousness of the conception and representation, together

with the ideal beaut}' of the forms, must constitute the chief aim ;

while, on the other hand, with objects in themselves insignificant, the

particularity of the actual and the subjective style of the handling or

treatment receive the principal attention." These extremes, indeed,

are grounded in the very nature of this art, and thence there proceed

two classes or styles of painting: "The one is the ideal, of which the

essence is the universal : the other is that which represents the par-

ticular, in its narrower limitation." "Whence arises the general classi-

fication of artists as either " idealists
"

or " naturalists."

In addition to this, again, the subjective individuality of the artist,

together nvith the very diverse conditions under which artists perform

their work (chief among which conditions is the highly complex one

of nationality), cause the development of a great variety of inde-

pendent schools and of original masters.

(6.) Music.— With painting, as we have seen, spirit frees itself

from the corporeal as reality, and makes use of this only as an

appearance ;
and this, again, is reduced to its last degree of subtlety

through the magic of color. A single step beyond this does away
with even the two dimensions of space retained in painting, and con-

centrates all in a single point, without extension, and hence invisible.

So, too, the complete return of spirit upon itself is its perfect con-
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centration within itself,
— the focusing of itself in the central point

of its own inner being, to the exclusion of all that is external. But,

in order to manifest itself with this quality of inner concentration, it

must employ a physical element which does not, properly speaking,

possess extension, nor any permanent space-relations. A mode of

expression is necessary ;
but this must wholly reject rigidity, or con-

tinuance in a fixed state. The peculiar characteristic of the materials

or signs here made use of must be, that the moment they are pro-

duced, that moment they also vanish. Now, this complete absorption

of the spirit within itself on the one hand, and the entire disappear-

ance of extension on the other, we find accomplished (so far as

regards the inner sentiment and its outer expression) in the second

of the Romantic arts, namely, in Music.

Here, the sensuous element is not permitted to develop on its own

account, as in the arts of visible representatation. In music, all

positive form is denied existence
;
and yet this art still bears a rela-

tion to the forms already considered, and is shown to have in some

measure developed from them by the fact that it "must move in the

midst of matter, of which it is the negation." Sculpture is the

negation of matter as mass
;

it reduces it to form. Painting is the

negation of form as reality ;
it reduces it to appearance. Music is

the negation of matter even as appearance ;
it reduces it to a simple

means of communication. In music, matter is of interest only as a

vibratory medium, the result of its vibrations being sound, which is

the material element of music.

Thus, this art wholly discards the contemplative element of visible

form, and hence requires another organ than that of vision. Music,

in short, appeals to the organ of hearing,
" a sense even more intel-

lectual, more spiritual, than vision itself," for with vision the soul is

occupied in large measure with what is other than, and external to,

itself
; while, thi*ough hearing, the spirit is rather concentrated within

itself and withdrawn from the external.

Thus, of all modes of expression, sound is the one best suited to

the nature of the spiritual principle ; for, while tones cannot repre-

sent the objects of the external world in their real existence, they

find their true content in the inner sentiments of the soul, apart from



Introduction by the Translator. xlvii

all externality. In pure subjectivity, or spiritual personality, is found

the true and only perfectly appropriate subject-matter of musical

expression.

The same is true of the effects of music
; for, whether we consider

it from this side or from the side of musical production, we must see

that its range is commensurate with the entire emotional nature of

man. And when we remember that intellect and emotion are two

inseparable elements of spirit, and that the mode in which the spirit

gives utterance to itself varies according to the degree in which the

one or the other of these two elements preponderates in a given case,

we shall find ourselves justified in the assertion that music is the

absolute philosophy of the emotions.

Let us add a few brief suggestions in comparison of music with

the other forms of art.

And, first, there is a very striking analog}' between music and

architecture. In the latter, the thought, as we have already ex-

pressed it, appears rather under the passive form of feeling than

under the active form of distinct intellectual comprehension. Hence

there can be no very intimate relation between the forms and the

conceptions they are intended to express. These forms are, indeed,

only an external wrappage for the conceptions which the}' accompany.

Similarly in music : the activit}' of the intellect is so permeated

and even dominated by the emotions that we might here, also, be said

to have thought under the passive form of feeling ; while the rela-

tion between form and content is here even less intimate than in

architecture. Still, this separation of the two elements is now seen

to be from the opposite side. Architecture, as symbolism, was

unable to attain -to the classical unity of the conception and its

expression. Music, on the contrary, and especially in its completer

forms, as these have developed in the modern world, presents the

phase of this unity having been attained, and also completely trans-

cended. In thef ormer, spirit, though without self-consciousness, was

deeply moved with awe in presence of the mysterious and immeas-

urable powers that rule the world. In the latter, spirit has become

fully awakened to self-knowledge, and to the comprehension of the

Divine as Absolute Spirit. Hence, here the soul is directed inward,
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and the profound sentiments of which it now becomes capable assume

rhythmic forms, which vibrate through the soul itself and stir it to its

profoundest depths ; while the external is made use of simply as a

means of communication of wholly spiritual content directly from

soul to soul.

These rhythmic forms, again, present another ground of comparison

between music and architecture. The forms of architecture arise in

the imagination, and are constructed according to the laws of sym-

metry. Music, aside from the expression of sentiment, and in dealing

with its material element, conforms to the law of harmony in sounds.

Both conform rigidly to mathematical conditions ; so that while in

both there is manifest a certain vagueness in the general conception,

there is also manifest in both a vigorous observance of the laws of

the understanding.

At the same time, strong emphasis is to be laid upon the great and

essential distinction between these forms of art. The physical

material of architecture is extended, heavy matter
;

that of music

consists of the vibrations of matter. The characteristic of the

physical material of the former is coexistence in space; of the latter,

succession in time. The one approaches the soul through the sensuous

medium of sight ; the other, through the still more spiritually sub-

limated organ of hearing.

Before leaving off the comparison between these two forms of art,

we may add this single retrospective remark, namely, it now becomes

apparent that it was in eurhythmy that the symmetry of architecture

and the harmony of music found their unity in 'SchlegePs mind.

If music is fluid, architecture is solid; it is the fluid congealed ; it is

harmony that has become symmetry. And it may not be wholly

without significance if we note that this critic of universal culture,

who invented this beautiful and profoundly significant statement of

the relation between these arts, was of the same race as both the

divinely endowed Mozart and the genius who conceived the grandly

elaborated symmetry of the Cologne cathedral.

Again, when we remember that the conceptions to be conveyed in

architecture are characterized by abstractness and vagueness, and

that in music the subject-matter must always be conceived under the
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form of sentiment, we can see at once that neither of the other forms

of art is so well suited as are these two to satisfy the artistic wants of

that phase of spirit where all conceptions are vague, and where all

thought appears rather under the form of sentiment than as thought,

properly speaking. But, as thought became more definite, so the

more precise and significant did the forms of sculpture and painting

appear on the side of visible representation, and in more or less

intimate relationship with architecture
; while, on the side of repre-

sentation, consisting, not of outward and visible form, but of states

of the spirit itself, conveyed directly from soul to soul, it is evident

that as sentiment became more imbued with intellectual comprehen-

sion, and thus became more profound, there would necssarily result

the unfolding of a more definite mode of utterance than that of mere

tone, and thus poetry would seem to be an outgrowth of music.

This would seem to be the plausible ground on which M. Violet-le-

Duc declares that architecture and music are twin-brothers, from

which the other arts, in the manner indicated, are lineal descendants.

It cannot be doubted, however, that it is far better to strip off

analogy of this kind altogether, and to recognize the fact that the

arts are but so many modes of the utterance of spirit, and that, in

this classification, the rank of each is to be recognized as determined

solely by the power it exhibits of giving utterance to spirit. Viewed

in this way, it becomes evident that while music arises in, and in all

its phases belongs to, the realm of emotion, the limits set to its

progress are less absolutely fixed than is the case with either of the

preceding forms of art. And when we add to this what we have but

just stated,
— that sentiment becomes more profound in proportion

as it becomes more thoroughly pervaded by intellectual comprehen-

sion,
—we will see why the really great music of the world is one of

the latest products of the human spirit, and at the same time why,

instead of classing music as a primitive art, coordinate with archi-

tecture, we must rather recognize its true place to be among those

forms of art, the ultimate possibilities of which are brought into full

and perfect exercise only at that stage where spirit has arrived at

complete self-consciousness. While, therefore, music bears such
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striking analogy to architecture as to tempt its classification therewith

as a coordinate branch of symbolic art, its deeper— and deepest—
significance shows it to belong to the most advanced phase of

Romantic art.

If now we consider the relation between sculpture and music, we

find it to be one rather of contrast and opposition than of parallel

and agreement. Sculpture represents spirit completely blended with

outer material form. Music exhibits spirit completely reflected into

itself, and wholly separated from all space-relations. In short, there

is but one point in common between these two arts, viz: the fact

that each, in its own way, is a mode of utterance of spirit ;
and yet,

we must qualify this by adding that the two phases of spirit which

they represent are widely contrasted, which fact, again, is itself the

true ground of the opposition between these forms of art. Indeed,

this is but saying, with a particular application, what is true in the

universal sense, — that all differences in the modes of utterance of

spirit are but the outward signs of the inner changes of the states of

spirit.

Between painting and music, again, there is a close and interesting

analogy. The highest aim of painting is to represent the inner spirit

in its various phases of hope, despair, grief, joy ; yet not quite sep-

arate and apart from the physical, but often in conflict with and in

triumph over the physical. This art, then, already affords a powerful

means of expressing that phase of spirit of which the complete utter-

ance is to be found in music
;
and with the utmost effects of light

and shade and color, the domain of music is actually encroached

upon, — as in the paintings of Correggio, in particular.

On the contrary, however, there is the same vitally important dis-

tinction between these two arts as that which exists between music,

on the one hand, and architecture and sculpture, severally, on the

other. In the arts of visible representation in general, the forms

and modes of expression are all objective and space-related. In

•music, the necessary laws and forms of expression are those of

sounds, between which and the sentiment to be expressed there is a

far less intimate relation than between the content and the form in
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the other arts just named. In music, as we have already more

than once remarked, the content is purely subjective and non-

extended.

With poetry, however, music has a far greater affinity. Both these

arts make use of the same sensuous element, viz., sound. Neither

employs outwardly visible physical forms. And yet, however far we

might extend the analogy between them, they, also, are found to

differ in many and highly important particulars. The central point

of distinction is this : The special and peculiar sphere of music is

sentiment, always with the understanding that this may be in the

highest degree charged with intellectual vitality. Of poetry, on the

contrary, the true realm is classically clear imaginative thought; and

whatever this art loses in external objectivity, from its outer material

being reduced to a mere arbitrary sign, whose sole value is that of

communicating thought, it fully regains in that phase of objectivity

which is exhibited through the living, moving reality of the highly

complex pictures which poetic language presents to the imagination.

Thus, while the arts of visible representation are restricted to coex-

istence in space, and music is limited, on the contrary, to succession

in time, poetry may be said to have full and rightful possession of

both these conditions, through the power of language to portray and

of the imagination to conceive the most complex views, involving

both coexistence and succession.

With this very general remark, which already shows poetry to be

the one truly universal form of art, and without even enumerating the

various other points of comparison between this art and music, we

must pass to the more direct (but still, exceedingly brief) consid-

eration of poetr}
7 itself.

(c. ) Poetry.
— We have seen how, in its progressive steps, as

exhibited in the development of art, spirit has gradually freed itself

from the physical and extended, in passing from one to another of

the arts of visible representation, and how, with the last of the steps

thus far indicated, it has left the domain of the visible and external

altogether, and has gone over into the opposite extreme of the in-

visible, non-extended, and completely internal, — into the realm of
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sentiment, of which the one perfectly adequate mode of expression

is music.

But music, taken in and by itself, l'emains vague. Tones, unaided

by other means, may and do express sentiment more adequately and

delicately than is possible in any other way ;
but when definite thought

is to be expressed, another medium is required. That medium is

language, and it appears in aid of music in the form of a text.

Neverthless, the office of the text and that of the music remain dis-

tinct. The music still gives utterance to the sentiment, while the

text gives expression to the thought; and, just as the music will still

escape from the text in order to move freely in its own sphere, so

thought likewise breaks away from the constraint of serving merely as

a text, and, in bringing to light a world of living realities, assumes a

form belonging to art, which form is Poetry.

Thus, by its cadenced expression and its character of internality,

as well as its power and very necessity of giving to its creations the

vital quality of succession, poetry possesses some of the most im-

portant characteristics of music
; while, on the other hand, as already

remarked, by the facility with which it objectifies all outer forms in

the imagination, it includes also the entire range of the arts of visible

representation, and is thus the totality in which the hitherto conflict-

ing phases are found to unite and harmonize. But poetry reduces

the physical element of music {i.e., tone) to a purely arbitrary

symbol. Its purpose is no longer to portray and arouse sentiment, as

such, but to convey thought and awake the imagination. Whence the

objects which poetry represents are brought to view in all their com-

pleteness and vitality ;
but this is done in a wholly spiritual manner,

by the subtle means of language which is nothing but a simple

medium of transmission, with which the thought itself is in nowise

blended or vitally related. It is thus that it becomes indifferent

whether a poetic work be read or recited, and thus also that it may

even be translated into another language without essential loss or

change of content, while at the same time the relation of the sound

undergoes a total alteration.

As to the content of this art, it may be inferred, from what has
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already been said, that this includes the whole world, moral and

physical, so far as this allows itself to be seized by the artistic

imagination and expressed in the beautiful harmony of poetic

language.

Thus, in the range of its subject-matter no less than in the extent

and delicacy of its power of expression, poetry proves itself to be

preeminently the one form of art possessing in its fulness the char-

acter of universality.

This very fact, indeed, would lead those who prefer a]formal to a

vital classification, to begin rather than to end with poetry, and, by

a process of external analysis, to arrive at the special forms under

which the other arts develop, severally, in accordance with the

materials appropriate to each. Such a method, however, would be

neither profound nor rational. The true progress of philosophic

exposition in this field consists in tracing the development of

thought, as it becomes more adequate and vital, and in showing

afterward how art at first only occupies itself in the search after the

idea properly belonging to it (viz., to art), then attains to that idea, and

finally transcends it. Such is the mode of conceiving the beautiful in

art in general, and this method must reappear in the theory of the arts.

Thus, we began with architecture, which, as has already been shown,

restricts itself to the representation of spirit in material forms ; then

came sculpture, which attains to the perfect fusion of spirit and its

manifestation ;
while with painting and music the more exalted

spirituality of the thought causes the weakening, and, in great

measure, the dissolution of this perfect unity of the classic ideal.

It is in poetry, finally, that this tendency to the complete sep-

aration of the content from its form is exhibited in the most

striking manner
; for, while poetry still remains faithful to the

principle of art, which requires the embodiment of the idea in

sensuous form, it nevertheless separates itself wholly from, and

decisively subordinates, the external forms of sensuous reality, and

develops itself in a sphere which proves to be altogether spiritual.

To him who has traced out and understood this process it be-

comes evident that, in the very tendency to which we have just
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referred, poetry itself is shown to be that particular form in which

art in general reaches the point where its own dissolution sets

in
;

so that, for the philosophic mode of view, poetry presents

the point of transition to religious conceptions, as such, as well as

to the prose of scientific thought. Thus, on the one side, the

world of the beautiful is limited by the prose of finitude and

ordinary consciousness ; emerging from which, by a struggle, art at

length arrives at its truth. On the other side, again, its limits are

found in the higher spheres of religion and science, in which spirit

acquires a wholly supersensuous mode of seizing the Absolute.

We have now traced the course of the development of art, and

indicated the most essential characteristics and relations of its

various forms. In doing this, we trust we have in some measure

made apparent the fundamental principle of the JEsthetics of

Hegel, and that we have thus shown the classification of the

arts which it presents to be thoroughly rational, — and therefore

natural. How wholly impossible it has been to enter into any

thing approaching detail will be understood, in some measure, when

it is remembered that the ^Esthetics occupies three closely printed

octavo volumes, containing a total of more than sixteen hundred

pages. We trust that those readers not already familiar with it may
be induced to enter upon and pursue to the end a careful study of

the entire work. Its broad and profound treatment of the subject

makes of it, in an important sense, also a history of the civiliza-

tion of the world.







I^TEODUOTION.

DEVELOPMENT OF THE IDEAL IX THE SPECIAL FORMS OF ART.

In the first part of this work we have had under considera-

tion the realization of the idea of the beautiful as constituting

the Ideal in art. But, however numerous may be the different

phases under which the conception of the ideal is presented

to our view, all these determinations are only related to the

work of art considered in a general way.

Now, the idea of the beautiful as the absolute idea contains

a totality of distinct elements, or of essential moments, which,

as such, must manifest themselves outwardly and become

realized. Thus are produced what we may call, in general,

the Special Forms of Art.

These must be considered as the development of those ideas

which the conception of the ideal contains within it, and which

art brings to light. Thus its development is not accomplished

by virtue of an external activity, but by the specific force

inherent in the idea itself; so that the Idea, which develops

itself in a totality of particular forms, is what the world of

art presents us.

In the second place, if the forms of art find their principle

in the idea which they manifest, this, on the contrary, is truly

the idea only when it is realized in its appropriate forms.

Thus, to each particular stage which art traverses in its devel-

opment, there is immediately joined a real form. It is, then,

indifferent whether we consider the progress as shown in the

development of the idea, or in that of the forms which realize

it, since these two terms are closely united, the one to the

other, and since the perfecting of the idea as matter appears
no less clearly than does the perfecting of the form.

Hence, imperfection of the artistic form betrays itself also
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as imperfection of idea. If, then, at the origin of art, we
encounter forms which, compared with the true ideal, are

inadequate to it, this is not to be understood in the sense in

which we are accustomed to say of works of art that they are

defective, because they express nothing, or are incapable of

attaining to the idea which they ought to express. The idea

of each epoch always finds its appropriate and adequate form ;

and these are what we designate as the special forms of art-

The imperfection or the perfection can consist only in the

degree of relative truth which belongs to the idea itself;

for the matter must first be true, and developed in itself,

before it can find a perfectly appropriate form.

We have, in this respect, three principal forms to consider:

1. The first is the Symbolic Form. Here the idea seeks

its true expression in art without finding it; because, being
still abstract and indefinite, it cannot create an external

manifestation which conforms to its real essence. It finds it-

self in presence of the phenomena of nature and of the events

of human life, as if confronted by a foreign world. Thus it

exhausts itself in useless efforts to produce a complete expres-

sion of conceptions vague and ill-defined ; it perverts and fal-

sifies the forms of the real world which it seizes in arbitrary

relations. Instead of combining and identifying, of blending

totally the form and the idea, it arrives only at a superficial

and abstract agreement between them. These two terms, thus

brought into connection, manifest their disproportion and

heterogeneity.

2. But the idea, in virtue of its very nature, cannot remain

thus in abstraction and indetermination. As the principle of free

activity, it seizes itself in its reality as spirit. The spirit, then,

as free subject, is determined by and for itself, and in thus

determining itself it finds in its own essence its appropriate

outward form. This unity, this perfect harmony between the

idea and its external manifestation, constitutes the second form

of art— the Classic Form.

Here art has attained its perfection, in so far as there is

reached a perfect harmony between the idea as spiritual indi-

viduality, and the form as sensuous and corporeal reality. All
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hostility between the two elements has disappeared, in order

to give place to a perfect harmony.

3. Nevertheless, spirit cannot rest with this form, which is

not its complete realization. To reach this perfect realization,

spirit must pass beyond the classic form, must arrive at a pure

spirituality, which, returning upon itself, descends into the

depths of its own inmost nature. In the classic form, indeed,

notwithstanding its generality, spirit reveals itself with a

special determinate character
;

it does not escape from the

finite. Its external form, as a form altogether visible, is lim-

ited. The matter, the idea itself, because there is perfect fu-

sion, must present the same character. Only the Unite spirit

is able to unite itself with external manifestation so as to form

an indissoluble unity.

When the idea of beauty seizes itself as absolute or infinite

Spirit, it also at the same time discovers itself to be no longer

completely realized in the forms of the external world : it is

only in the internal world of consciousness that it finds, as

spirit, its true unity. It breaks up then this unity which

forms the basis of Classic Art ; it abandons the external world

in order to take refuge within itself. This is what furnishes

the type of the Romantic Form. Sensuous repesentation, with

its images borrowed from the external world, no longer suffic-

ing to express free spirituality, the form becomes foreign and

indifferent to the idea. So that Romantic Art thus reproduces
the separation of matter and form, but from the side opposite
to that from which this separation takes place in Symbolic Art.

As a summary of the foresroinof, we may say that Symbolic
Art seeks this perfect unity of the idea with the external form ;

Classic Avtjinds it, for the senses and the imagination, in the

representation of spiritual individuality ; Romantic Art tran-

scends it in its infinite spirituality, which rises above the visi-

ble world.



PART I.

OF THE SYMBOLIC FORM OF ART.

/. Of the Symbol in General.

The symbol, in the sense which we here give to this term,

constitutes, according to its very idea, as well as from the

epoch of its appearance in history, the beginning of art. Thus

it ought rather to be considered as the precursor of art. It

belongs especially to the Orient, and will conduct us, by a mul-

titude of transitions, transformations, and mediations, to the

true realization of the ideal under the classic form. We must

then distinguish the symbol, properly speaking, as furnishing

the type of all the conceptions or representations of art at this

epoch, from that species of symbol which, on its own account,

is nothing more than a mere unsubstantial, outward form.

Where the symbol presents itself under its appropriate and

independent form, it exhibits in general the character of sub-

limity. The idea, being vague and indeterminate, incapable

of a free and measured development, cannot find in the real

world any fixed form which perfectly corresponds to it
; in de-

fault of which correspondence and proportion, it transcends in-

finitely its external manifestation. Such is the sublime style,

which is rather the immeasurable than the true sublime.

We will first explain what should here be understood by the

term symbol.
1. The symbol is a sensuous object, which must not be taken

in itself such as it presents itself immediately to us, but in a

more extended and more general sense. There are, then, in the

symbol two terms to be distinguished : first, the meaning,

and, secondly, the expression. The first is a conception of the

mind
;
the second, a sensuous phenomenon, an image which ad-

dresses itself to the senses.
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Thus the symbol is a sign, but it is distinguished from the

signs of language in this : that, between the image and the idea

which it represents, there is a relation which is natural, not

arbitrary or conventional. It is thus that the lion is the sym-
bol ot courage, the circle of eternity, the triangle of the trin-

ity.

Still, the symbol does not represent the idea perfectly, but

onlv from a single side. The lion is not merely courageous,

the fox cunning. "Whence it follows that the symbol, having

many meanings, is equivocal. This ambiguity ceases only

when the two terms are first conceived separately and then in

combination ; the symbol then gives place to comparison.

Thus conceived, the symbol, with its enigmatical and mys-
terious character, is peculiarly applicable to a whole epoch of

history
— to Oriental art and its extraordinary creations. It

characterizes that order of monuments and emblems by which

the peoples of the Orient have sought to express their ideas,

but have been able to do so only in an equivocal and obscure

fashion. Instead of beauty and regularity, these works of art

present a bizarre, grandiose, fantastic aspect.

When we find ourselves in this world of symbolic represen-

tations and images of ancient Persia, India, and Egypt, all

seems strange to us. We feel that we are groping about in

the midst of problems. These images do not entertain us of

themselves. The spectacle neither pleases nor satisfies us in

itself; we must pass beyond the sensuous form in order to

penetrate its more extended and more profound meaning. In

other productions we see at the first glance that they have

nothing serious ; that, like the stories of children, they are a

simple play of the imagination, which is pleased with acci-

dental and particular associations. But these peoples, although
in their infancy, demand a meaning and a truer and more sub-

stantial basis of ideas. This, indeed, is what we find among
the Indians, the Egyptians, etc., although in these enigmat-
ical figures the meaning may be often very difficult to divine.

What part must it play amid this poverty and grossness of

conceptions? How far, on the contrary, in the incapability of

expressing by purer and more beautiful forms the depth of
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religious ideas, is it proper to call in the fantastic and the gro-

tesque to the aid of a representation of which the aspiration is

not to remain beneath its object? This is a difficult point to

decide.

The classic ideal, it is true, presents the same difficulty.

Though the idea seized by the mind may here be lodged in an

adequate form, the image, beyond this idea of which it serves

as the expression, represents other and foreign ideas. Is it

possible to see in these representations and these stories only
absurd inventions which shock the religious sense— as the

amours of Jupiter, etc.? Such stories being related of

superior divinities, is it not very probable that they contain a

wider and deeper meaning concealed ? Whence two different

opinions, the one of which regards mythology as a collection

of fables unworthy the idea of God ;
which present, it is true,

much that is interesting and charming, but which cannot fur-

nish a basis for a more serious interpretation. In the other,

on the contrary, they pretend that a more general and more

profound meaning resides in these fables. To penetrate

beneath the veil with which they envelop their mysterious

meanings is the task of those who devote themselves to the

philosophic stud}' of myths.
All mythology is then conceived as essentially symbolical.

This would be to say that myths, as creations of the human

spirit, however bizarre and grotesque they may appear, contain

in themselves a meaning for the reason
; .general thoughts upon

the divine nature— in a word, philosophemes.
From this point of view myths and traditions have their

origin in the spirit of man, who can easily make a play of the

representation of his gods, but seeks and finds in them also a

higher interest, whenever he finds himself unable to set forth

his ideas in a more suitable manner. Now, this is the true

opinion. Thus, when reason finds again these forms in his-

tory, it realizes the necessity of probing their meaning.

If, then, we penetrate to the source of these myths in order

to discover there their concealed truth, yet without losing

from view the accidental element which belongs to the imagi-

nation and to history, we are able thus to justify the different
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mythologies. And to justify man in the images and the

representations which his spirit has created is a noble enter-

prise, far preferable to that which consists in collecting histor-

ical particulars more or less insignificant.

Without doubt, priests and poets have never known under

an abstract and general form the thoughts which constitute

the basis of mythological representations, and it is not by

design that they have been enveloped in a symbolical veil.

But it does not follow that their representations cannot be

symbols and ought not to be considered as such. Those

peoples, at the time when they composed their myths, lived in

a state altogether poetic ; they expressed their most secret

and most profound sentiments, not by abstract formulae, but

by the forms of the imagination.
Thus the mythological fables contain a wholly rational basis,

and more or less profound religious ideas.

Nor is it less correct to say that for every true work of art

there serves as basis a universal thought which, afterward pre-

sented under an abstract form, must give the meaning of the

work. The critical spirit, or the understanding, hastens onto

the symbol or the allegory. Here it separates image from sig-

nification, and thus destroys the art-form ; to which, indeed, in

respect of the symbolic explanation which only brings out the

universal as such, no importance attaches.

II. But this mode of extending the symbol to the entire

•domain of mythology is by no means the method which we are

here to pursue. Our aim is not to discover to what point the

representations of art have had a symbolic or allegorical mean-

ing.

On the contrary, we have to inquire how far the symbol, prop-

erly speaking, extends as a special form of art, while still pre-

serving its appropriate character ; and thereby we shall distin-

guish it in particular from the two other forms, Classic and Ro-
mantic.

Now, the symbol, in the special sense which we attach to this

term, ceases where free subjectivity (personality), taking the

place of vague and indeterminate conceptions, constitutes the

basis of representation in art. Such is the character which the
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Greek gods present us. Greek art represents them as free in-

dividuals, independent in themselves
; genuine moral persons.

Hence we cannot consider them from the symbolic point of

view. The acts, for example, of Jupiter, of Apollo, of Minerva,

belong only to these divinities themselves
; represent only

their power and their passions. Should we abstract from these

free individualities a general idea and set it up as an explana-

tion, we should abandon and destrov in these figures just that

which corresponds to the idea of art. "Whence artists have

never been satisfied with these symbolic or allegorical explana-
tions applied to works of art and to mythology. If there re-

mains a place for allegory or the symbol, it is in the accesso-

ries, in simple attributes, signs
— as the eagle by the side of

Jupiter, the ox by the side of St. Luke
;
while the Egyptians

saw in the bull Apis a divinity itself.

The difficult point in our investigation is to distinguish

whether what are represented as personages in mythology or

art possess a real individuality or personality, or whether they
contain but the empty semblance of it, and are only mere per-

sonifications. This is what constitutes the real problem of the

limitation of Symbolic Art.

What interests us here is that we are present at the very

origin of art. At the same time we shall observe the progres-

sive advancement of the symbol, the stages by which it pro-

ceeds toward genuine art. Whatever may be the narrow line

which unites religion and art, we have here to consider the

symbol solely from the artistic point of view. We abandon to

the history of mytholog}^ itself the religious side.

Division. — Many degrees arc to be noted in the develop-

ment of this form of art in the Orient.

I. But first we must mark its origin. This, which is blended*

with that of art in general, can be explained in the following

manner :

The sentiment of art, like the religious sentiment, like scien-

tific curiosity, is born of wonder; the man who wonders at

nothing lives in a state of imbecility and stupidity. This state

ceases when his spirit, disengaging itself from matter and from

physical necessities, is struck by the phenomena of nature, and
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seeks their meaning : when he is impressed by something in

them grand and mysterious, a concealed power which reveals

itself.

Then he experiences also the need of representing this inter-

nal sentiment of a general and universal power. Particular

objects
— the elements, the sea, the waves, the mountains—

lose their immediate meaning and become for the spirit images
of this invisible power.

It is then that art appears. It is born of the necessity of

representing this idea by sensuous images, which address them-

selves at once to the senses and to the mind.

In religions, the idea of an absolute power is at first mani-

fested by the worship of physical objects. The divinity is

identified with nature itself; but this gross worship cannot last.

Instead of seeing the absolute in real objects, man conceives it

as a distinct and universal being ; he seizes, though very im-

perfectly, the relation which unites the invisible principle to

the objects of nature : he fashions an image, a symbol destined

to represent it. Art is then the interpreter of religious ideas.

Such, in its origin, is art, and with it the Symbolic Form is

born.

We will attempt, by a precise division, to trace exactly the

circle in which the symbol moves.

That which characterizes, in general, Symbolic Art is that it

vainly endeavors to find pure conceptions and a mode of repre-

sentation which is suitable to them. It is a conflict between

matter and form, both imperfect and heterogeneous. Whence
the incessant strife between the two elements of art, which

seek, uselessly, to place themselves in harmony. The degrees
of its development present successive phases or modes of this

conflict.

1. At the beginning of art this conflict does not yet exist.

The point of departure, at least, is a still undivided unity, in

the center of which ferments the discord between the two prin-

ciples. Here, then, the creations of art, little distinguished
from objects of nature, are still scarcely symbols.

2. The termination of this epoch is the disappearance of the

symbol, which takes place by the reflective separation of the
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two terms, the idea being clearly conceived
;
the image, on its

side, being perceived as distinct from the idea. From their

reconciliation (rapprochement) is born the reflective symbol
or comparison, the allegory, etc.

The two extreme points being thus fixed, we may now see, in

what follows, the intermediary points or degrees. The general
division is this :

I. The true symbol is the unconscious
, irreflective symbol,

the forms of which appear to us in Oriental civilization.

II. Then follows, as a mixed form, or form of transition,

the reflective symbol, of which the basis is comparison, and

which marks the close of this epoch.
We have, then, to follow each of these two forms in the

successive stages of its development ;
to mark its steps in the

career which it has passed through in the Orient before arriv-

ing at the Greek ideal.



CHAPTER I.

OF THE NAIVE SYMBOLICAL.

/. Immediate Unity of Form and Idea.

1. Religion of Zoroaster.— 2. Its Character not Symbolic.
— 3. Absence of Art in

its Conceptions and Representations.

At the first moment of the history of art the divine prin-

ciple, God, appears identified with nature and with man. In

the worship of the Lama, for example, a real man is adored

as God. In other religions the sun, mountains, rivers, the

moon, and animals are equally the object of a religious

worship. i

The spectacle of tl*is unity of God and nature is offered us

in the most striking manner in the life and religion of the

ancient Persians, in the Zend-Avesta .

1. In the religion of Zoroaster the light is God himself.

God is not separated from the light, viewed as simple expres-

sion, emblem, sensuous image of the Divinity. If light is

taken in the sense of the good and just Being, of the preserva-

tive principle of the universe, which disseminates life and its

benefits everywhere, it is not merely an image of the good

principle ;
the sovereign good is the light itself. It is the

same with the opposition between light and darkness; the lat-

ter being considered as the impure element in everything
— the

hideous, the evil, the principle of death and destruction.

2. The worship which the Zend-Avesta describes is still less

symbolic. The practices of which it makes a religious duty,
for the Parsee, are serious occupations, which have for their

object the extension of purity in the physical and the moral

sense to all. We do not find here symbolic dances which

imitate the course of the stars ; religious acts which have value

only as images and signs of general conceptions. Hence,
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properly speaking, no art exists there, but only a sort of poesy.

Compared with the grosser images, with the insignificant idols

of other peoples, the worship of light, as pure and universal

substance, may present something beautiful, elevated, grand,

more conformed to the nature of the supreme good and of

truth. But this conception remains vague; the imagination

invents neither a profound idea nor a new form. If we see

certain general types appear, together with forms which cor-

respond to them, it is the result of an artificial combination,

not a work of poetry and of art.

3. Thus this unity of the invisible principle with visible

objects constitutes merely the first form of the symbol in art.

To attain to the symbolic form, properly speaking, it is neces-

sary that the distinction and separation of the two terms

should appear to us clearly represented. This is what takes

place in the religion, art, and poetry of India, in the symbolic

of the imagination.

II. The Symbolic of the Imagination.

1. Characteristics of Indian Thought.— 2. Naturalism and Absence of Measure in

the Indian Imagination.
— 3. Its Mode of Personifying.

— 4. Purifications and

Expiations.

A more advanced form and a superior degree of art present

themselves to us where the separation of the two terms is

wrought out. The intelligence forms abstract conceptions and

seeks images which will express them. The imagination,

properly speaking, is born. Art commences in reality. The

true symbol, however, does not yet appear.

1. What we first encounter are the productions of an imagi-

nation which ferments and is stirred to its profoundest depths.

In this first attempt of the human spirit to separate the ele-

ments and to again combine them, its thought is still confused

and vague. The principle of things is not conceived in its

spiritual nature ;
the ideas concerning God are empty abstrac-

tions ;
at the same time the forms which represent this general

principle bear an exclusively sensuous and material type.

Plunged still in the contemplation of the sensuous world,
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having for aid in estimating realitv neither measure nor fixed

rule, man exhausts himself in futile eftbrts to penetrate the

universal significance of the world
;

where the opposition

between matter and form breaks out he knows how to employ

only images aud gross representations to express the pro-

foundest thoughts. The imagination proceeds thus from one

•extreme to the other, rising very high only to fall still lower ;

wandering, without support, without guide, and without aim,

in a world of representations at once grandiose, bizarre, and

grotesque.
Such is the character of East Indian mythology, and of the

art which corresponds to it.

In the midst of these over-hasty and inconsiderate leaps, in

this passage from one excess to another, if we find grandeur
and an imposing character in these conceptions, we see, next

moment, the universal being precipitated into the most ignoble
forms of the sensuous world. The imagination knows how to

escape from this contradiction only by infinitely extending the

dimensions of form. It wanders oft' into gigantic creations

characterized by the absence of all measure, and is lost in the

vague or the arbitrary.

Notwithstanding the fecundity, the brilliancy, and the

grandeur of their conceptions, the Indians have never pos-
sessed a clear sense of persons and events— the true historic

sense. In this constant amalgamation of the absolute and the

finite the complete absence of positive spirit and of reason

cannot fail to be remarked. Thought permits itself to wander
amid chimeras the most extravagant and the most monstrous

which the imagination can possibly produce. Thus, 1st, the

conception of Brahma is the abstract idea of being without

life or reality, deprived of real form and of personality ; 2d,
from this idealism, pushed to the extreme, the intelligence

precipitates itself into the most unbridled naturalism
; 3d, it

deifies objects of nature— animals. Divinity appears under
the form of an idiot man, deified because he belongs to a

certain caste. Each individual, because he is born in this

caste, represents Brahma in person. The union of man with

God is reduced to the level of a simple material fact. Whence,
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als<5, the role which the law of the generation of beings plays
in this religion, which gives place to the most obscene repre-
sentations. It would be easy to render apparent the contra-

dictions which swarm in this religion, as well as the confusion

which reigns throughout this mythology. A parallel between
the Indian and the Christian trinities will show none the less

the extreme difference. The three persons of the former are

not persons ;
each of them is an abstraction with respect to

the others. Whence it follows that, if this trinity has some

analogy with the Christian, it is inferior to it, and we should

guard ourselves from thinking to recognize in it the Christian

dogma.
The part which corresponds to Greek polytheism demon-

strates equally its inferiority. Here we must remark the

confusion of those numberless theogonies and cosmogonies-

which contradict and destroy one another, and wherein the

idea of natural, not spiritual, generation distinctly dominates.

Obscenity is often pushed to the last extreme. In the Greek

fables, at least, and in the Theogony of Hesiod in particular,

we often catch a glimpse of the moral sense. Everything is

clearer and more explicit, more strongly united, and we do

not remain shut up in the circle of the divinities of nature.

In denying to. Indian art the idea of true beauty and of

genuine sublimity, we must not forget that it offers us, chiefly

in poetry, scenes from human life full of attraction and sweet-

ness
; many graceful images and tender sentiments

;
most

brilliant descriptions of nature
; charming traits of child-like

simplicity and naive innocence in love
;
to which, at the same

time, is occasionally added much that is grand and noble.

But, as for that which concerns the fundamental conceptions
in their totality, the spiritual cannot disengage itself from the

sensuous. Side by side with the most elevated situations we
come upon the most insipid triviality

— a complete absence of

precision and proportion. The sublime is only the measure-

less ; and, respecting what holds good at the basis of the myth,

imagination, seized by a dizziness and incapable of mastering
the flight of thought, wanders into the fantastic, or only pro-
duces enigmas which have no meaning for the reason.
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Thus the creations of the Indian imagination seem to real-

ize as yet only imperfectly the idea of the symbolic form it-

self. It is in Egypt— in the monuments of Egyptian art—
that we find the type of the genuine symbol.

III. TJie Symbolic, properly so-called.

1. Egyptian Religion : Ideas of the Egyptians Concerning the Dead; Pyramids.
—

2. "Worship of the Dead : Masks of Animals.—3. Perfection of the Symbolic
Form ; Memnon, Isis, and Osiris ; the Sphinx.

At the first stage of art we are separated from the confusion

and identity of matter and form— of spirit and nature. Later,

form and matter are separated and opposed. The imagina-
tion has vainly sought to combine them, and has succeeded

only in causing their disproportion to become more manifest.

In order that thought maybe free, it is necessary that it should

liberate itself from the material form, that it should strip this

off and destroy it. The moment or element of destruction,

of negation or annihilation, is, then, necessary in order that

spirit may arrive at consciousness of itself and of its spirit-

uality. This idea of death as a moment of the divine nature

appears even in the Indian religion ; but this is only a change,
a transformation, and an abstraction. The gods are annihi-

lated, and vanish the one into, the other, and all in their turn

into a single being
— Brahma, the universal Being. In the

Persian religion the two principles, negative and positive,

Orcnuzd and Ahriman, exist independently and remain sepa-
rate. Now, this principle of negation

— of death and resurrec-

tion, as moments and attributes of the divine nature—consti-

tutes the basis of a new religion wherein this thought is ex-

pressed by the forms of its worship, and appears in all its

conceptions and its monuments. It is the fundamental charac-

teristic of the art and the religion of Egypt. The glorifica-

tion of death and of suffering, as annihilation of the sensuous

nature, appears already in the consciousness of peoples, in

the worships of Asia Minor, of Phrygia, and of Phoenicia.

But, if death is a necessary moment in the life of the abso-

lute, it does not remain in this annihilation : this is but a
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means of passing to a superior existence, of arriving
— after

the destruction of the visible existence— by resurrection, to a

divine immortality. Death is only the birth of a more elevated

principle, and the triumph of spirit.

Whence the physical form in art loses its value for itself,

as well as its independent existence. Further, the conflict

between form and idea must cease. Form is subordinated to

idea. That fermentation of the imagination which produces
the fantastic is quieted and calmed. Preceding conceptions
are replaced by a mode of representation— enigmatical, it is

true, but superior, and which offers us the true character of

the symbol.
The idea begins to assert itself. The symbol, on its part,

takes a more precise form, in which the spiritual principle

reveals itself more clearly, and disengages itself from physical

nature, though it is still unable to appear in all its clearness.

To this idea of the symbolic corresponds the following
mode of representation : At first, human forms and actions

express something else than themselves
; they reveal the divine

principle by qualities which have a real analogy with it. The

phenomena and laws of nature, representing in the various king-
doms the life, birth, growth, death, and resurrection of beings,
are employed by preference. Such are the germination and

growth of plants, the phases of the course of the sun, the suc-

cession of the seasons, the phenomena of the rise and tall of

the Nile, etc. Here, because of real resemblance and natural

analogies, the fantastic is abandoned. We observe a more

intelligent choice of symbolic forms. This is an imagination
which already knows how to regulate and control itself, which

shows greater calmness and reason.

Here, then, appears a higher conciliation of idea and form,

and at the same time an extraordinary tendency^ toward art ;
an

irresistible inclination, which satisfies itself in a manner wholly

symbolic, indeed, but superior to preceding modes. This is the

tendency proper towards art, and especially towards the figu-

rative arts. Whence the necessity of finding and fashioning
a form, an emblem, which expresses the idea, and may be sub-

ordinated to it ; of creating a work which reveals to spirit a
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general conception ;
of presenting a spectacle which shows

that these forms have been chosen designedly for the purpose

of expressing profound ideas.

This emblematic or symbolic combination may be effected

in many ways. Number is the most abstract expression. And

the symbolism ofnumbers plays a very important role in Egyp-
tian art. Sacred numbers recur incessantly in the stairways,

the columns, etc. These are, then, symbolic figures traced in

space, the windings of the labyrinth, sacred dances which

represent the movements of the celestial bodies. On a higher

plane is placed the human form, already fashioned with greater

perfection than in India. A general symbol sums up the chief

idea ;
it is the Phoenix, which consumes itself and is born again

from its own ashes.

In the myths which serve in transition, as those of Asia Mi-

nor, in the myth of Adonis mourned by Venus, in that of Castor

and Pollux, and in the fable of Proserpine, this idea of death

and resurrection is already very apparent.

But above all it is Egypt that has symbolized the idea. Egypt
is the land of the symbol. The problems, nevertheless, re-

main unsolved. The enigmas of Egyptian art were enigmas
for the Egyptians themselves ; although in the Orient the

Egyptians are a genuinely artistic people. They show an in-

defatigable activity directed toward satisfying this need of

symbolic representation which torments them. But their

monuments remain mysterious and silent ; spirit has not yet

found the form appropriate to it ; it does not yet know how to

speak the clear and intelligible language of the spirit. This

is, first of all, an architectural people. It has channeled the

soil, excavated lakes, and, in its instinct for art, it has raised

to the light of day sriirantic structures, and executed beneath

the ground works equally immense. Such was the occupation,

the life, of this people, which has covered the country with its

monuments in greater number and more varied forms than can

be found in any other region.
If we characterize in a more precise manner the monuments

of Egyptian art, and penetrate their meaning, we discover the

following aspects :

2
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1. The chief idea— the idea of death— is conceived as a

moment or element of the life of spirit ;
not as a principle of evil .

This is the opposite of the Persian Dualism. It is, besides,

no longer the absorption of beings into the Universal Being,
as in the Indian religion. The invisible preserves its exist-

ence and its personality; it preserves even its physical form.

Whence the embalmment and worship of the dead. Further,

the imagination rises above this visible duration. It is with

the Egyptians that, for the first time in the world's history,

there appears the precise distinction between soul and body,

together with the dogma of immortality. This idea is, never-

theless, still imperfect, for it accords equal importance to the

duration of the body and to that of the soul.

Such is the conception which serves as the basis of Egyptian

art, and which is expressed under a multitude of symbolic
forms. It is in this idea that we must seek the meaning of

works of Egyptian architecture : two worlds, the world of the

living and that of the dead
;
two architectures, the one upon

the surface of the ground, the other subterranean. The laby-

rinths, the tombs— and, above all, the pyramids— represent

this idea.

The pyramid, image of symbolic art, is a species of envelop,

hewn in the form of a crystal, which conceals a mystic object,

an invisible being. Whence also the external, superstitious

side of worship, an excess difficult to avoid, the adoration of

the divine principle in animals—.a gross worship, which is no

longer even symbolic.
2. Hieroglyphics, another form of Egyptian art, is itself in

great part symbolic, because it reveals ideas by images bor-

rowed from nature, and which have some analogy with those

ideas.

3. But a defect becomes apparent, especially in representa-

tions of the human form. Indeed, if in this form a mysterious

and spiritual force reveals itself, this force is not true person-

ality. The inner principle is wanting; action and impulse

come from without. Such are the statues of Memnon, which

are animated, have a voice, and give a sound only when struck

by the rays of the sun. This is not the human voice which
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starts from within and resounds from the soul ; this free prin-

ciple which animates the human form here remains concealed,

enveloped, mute, without true spontaneity, and is animated

only under the influence of nature.

A superior form is that of the myth of Osiris, of the Egyptian

god par excellence; of that god which is begotten, is born, dies,

and is resuscitated. In this myth, which presents a variety of

meanings, at once physical, historical, moral, and religious or

metaphysical, is manifest the superiority of these conceptions

over those of Indian art.

In Egyptian art there is revealed, in general, a more pro-

found, more spiritual, and more moral character. The human
form is no longer a simple abstract personification. Religion
and art endeavor to become spiritualized ; they do not, indeed,

attain to this end, but they comprehend and aspire after it.

From this imperfection arises the absence of freedom in the

human form. The human figure remains still without expres-
sion— colossal, serious, petrified. Thus are explained those at-

titudes of the Egyptian statues— the arms stiff", pressed against

the body, without grace, without movement, and without life,

but absorbed in a profound thought, and full of seriousness.

Whence also the complication of elements and symbols
which intermingle and are reflected the one in the other ; this

indicates at the same time freedom of spirit, but also an

absence of clearness and of measure. Whence the obscure,

enigmatical characters of these symbols, which have always
been the despair of savants; enigmas even for the Egyptians
themselves. These emblems contain a multitude of profound

meanings. They stand there as a testimony of the fruitless

efibrts of the spirit to comprehend itself; a symbolism full of

mysteries, a vast enigma represented by a symbol which sums

up all enigmas in one— the Sphinx. This enigma Egypt will

propose to Greece, and it will be the problem of the religion

and the philosophy of this people. The meaning of this

enigma, never resolved and which yet ever incessantly resolves

itself, is man. Know thyself
— such is the maxim which

Greece inscribed upon the front of her temples, the problem
which she proposed to her sasres as the very end of wisdom.



CHAPTER II.

THE SYMBOLIC OF THE SUBLIME.

/. The Pantheism of Art.

1. Indian Poetry.
— 2. Mahometan Poetry.

— 3. Christian Mysticism.

The non-enigmatical clearness of spirit, which unfolds itself

in accordance with its own nature, is the end toward which

Symbolic Art tends. This clearness can be attained only in

•so far as the meaning comes into consciousness separate and

apart from the entire phenomenal world. This purification of

spirit, and this express separation from the sensuous world, we

must seek first in the sublime, which exalts the absolute above

all visible existence.

The sublime, as Kant has described it, is the attempt to

express the infinite in the finite, without finding any sensuous

form capable of representing it. It is the infinite manifested

under a form which, causing this opposition to become mani-

fest, reveals the incommensurable grandeur of the infinite as

surpassing all representation taken in the finite.

Now, here are two points of view to be distinguished :

Either the infinite is the absolute Being conceived by thought
as the immanent substance of beings, or it is the infinite Being
as distinct from beings of the real world, but elevating itself

above them by all the distance which separates the infinite

from the finite
;
so that, compared with it, they are but mere

nothingness. God is thus purified from all contact with, and

from all participation in, sensuous existence, which vanishes

and is canceled in His presence.

To the first point of view, Oriental pantheism corresponds.

Pantheism belongs principally to the Orient, where dominates

distinctly the thought of an absolute unity of the Divine, and

of all things as contained in this unity.
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Thus the divine principle is represented as immanent in the

most diverse objects
— in life and in death, in mountains, the

sea, etc. This principle is, at the same time, the excellent,

the superior, in all things. On the other hand, because the

unity is all— because it is no more this than that, because it is

found again in all existences— individualities and particulari-

ties are destroyed or canceled. The One is the collective

totality of all the individuals which constitute this visible

whole.

Such a conception can be expressed only by poetry, and not

by the figurative arts, because these represent to the eyes, as

present and permanent, the determinate and individual reality

which, on the contrary, must disappear in face of the one only
substance. Hence, where pantheism is pure, it admits no one

of the figurative arts as its mode of representation.

1. As the chief example of such pantheistic poetry, we may
still cite Indian poetry, which, apart from its fantastic charac-

ter, offers us a brilliant illustration of this phase.
The Indians, indeed, as we have already seen, set out from

universal being and the most abstract unity, which is then de-

veloped into the determinate gods, the Trimurti, Indra, etc.

But particular existence cannot maintain itself; it allows itself

to dissolve anew. The inferior gods are absorbed into the

superior, and these again into Brahma. Here it is already
manifest that this universal being constitutes the immutable

and identical basis of all existence. Indeed, the Indians, in

their poetry, show the double tendency— on the one side, to

exaggerate the proportions of real form, in order that it may
appear the better to correspond to the idea of the infinite ;

on

the other, to allow all determinate existence to be canceled in

presence of the abstract unity of the absolute. Nevertheless,

we also see the pure form of pantheistic representation appear
with them from the point of view of the imagination, which

consists in causing the immanence of the divine substance to

go forth again in all particular beings.
We can, without doubt, discover in this conception a marked

resemblance to the immediate unity of the real with the

divine, which characterizes the religion of the Parsees : but
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with the Persians the One— the Supreme Good— is itself a

physical existence, namely, the Light. With the Indians, on

the contrary, the One— Brahma— is merely the being without

forms, which, when it has assumed one, has assumed all.

Manifested in a multiplicity of individual existences, it gives

place to this pantheistic mode of representation. Thus, for

example, it is said of Krishna (Bhagavad Gita, VIII, 4) :

" Earth, water, wind, air, fire, spirit, reason, and personality
are the eight component elements of my natural power. Yet

behold in me a higher essence which vivifies the earth and sus-

tains the world. In it all beings have their origin. Thus, be

assured, I am the origin of this universe, and also its destruc-

tion. Beyond myself there is nothing superior to myself.
All existing things are attached to me as a row of pearls on a

thread. I am the vapor in water, the light in the sun and in

the moon, the mystic word in the Holy Scriptures, in man the

virile force, the sweet perfumes in the earth, the brightness of

the flame, life in all beings, contemplation in the solitary. In

living beings I am the vital force; in the wise, wisdom;

glory in illustrious men. All real existences, visible or invisi-

ble, proceed from me. I am not in them, but they are in me.

The whole universe is dazzled by my attributes, and, know

well, I am immutable. It is true the divine illusion, Maya,
deceives not me myself. It is difficult to surmount it

;
it may

follow me, but I triumph over it." In this passage the unity

of the universal substance is expressed in the most striking

manner, as truly immanent in all beings of nature and as ele-

vating itself above them by its infinite character.

Similarly, Krishna says of himself that he is, in diverse

existences, whatever is most excellent. "Among the stars I

am the sun which darts his rays ; among the planets, the

moon
; among the holy books, the book of Canticles

; among
the senses, the interior sense

;
Meru among mountains

; among
animals, the lion : among the letters of the alphabet, the

vowel ' A
;

'

among seasons, the season of flowers, spring-

time, etc."

This enumeration of what is best in all, this simple succes-

sion of* forms which must, without ceasing, express the same
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thing, notwithstanding the wealth of imagination which, from

the first, appears to be displayed in them, is none the less

monotonous in the highest degree, and, on the whole, empty
and fatiguing, iust for the reason that the idea is always the

same.

2. Oriental Pantheism was developed in a more elevated,

more profound, and freer manner in Mahometanism, and in

particular by the Mahometan Persians.

Here is presented, chiefly from the poetic side, a peculiar

character.

Indeed, while the poet seeks to see, and really sees, the

divine principle in all things, and while he abandons thus his

own personality, only so much the more does he feel God

present in the depths of his soul thus enlarged and rendered

free. Thereby is born in him that interior serenity, that

intoxication of happiness and of felicity, peculiar to the

Oriental, who, in disengaging himself from the bonds of par-

ticular existence, is absorbed into the eternal and the absolute,

and recognizes in all things its image or its presence. Such a

disposition has an affinity with mysticism. In this respect we
must especially designate Dschelaleddin-Rumi ,

who furnishes

the finest examples. The love of God (with whom man iden-

tifies himself by an unlimited resignation, whom alone he con-

templates in all parts of the universe, with whom he connects

all, and to whom he traces back all) constitutes here, as

it were, the center whence radiate all ideas, all sentiments,

in the various regions through which the imagination of the

poet rUus.

In the sublime, properly speaking, the most elevated objects
and the most perfect forms are employed only as ornaments

of Deity ; the}
7 serve only to reveal His power and His majesty,

since they are placed before our eyes only to celebrate Him as

Sovereign of all creatures. In pantheism, on the contrary,
the immanence of God in objects elevates actual existence—
the world, nature, and man— to a real and independent dig-

nity. The life of the spirit, communicated to the phenomena
of nature and to human relations, animates and spiritualizes

all things ; it constitutes a wholly peculiar relation between
the sensibility and the soul of the poet, and the objects of which
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he sings. His heart, penetrated and filled with the divine

presence, in changeless calm and perfect harmony, feels itself

dilated, aggrandized. He identifies himself with the soul of

things, with the objects of nature which impress him by their

magnificence, with all that appears to him worthy of commen-
dation and love. He tastes, thus, an inward felicity, plunged
as he is in ecstasy and ravishment. The depth of the romantic

sentiment in the Occident shows, it is true, the same character

of sympathetic union with nature
; but, in the poetry of the

North, the soul is more unhappy and less free
; it contains

more desires and aspirations, or, rather, it remains concen-

trated within itself, occupied wholly with itself; it is of a ten-

der sensibility, which everything wounds and irritates. Such
a concentrated sentimentality is expressed especially in the

popular songs of barbarous nations.

On the contrary, a free, joyous devotion is peculiar to the

Orientals
; chiefly to the Mahometan Persians. These abandon

completely and cheerfully their personality in order to identify
themselves with all that is beautiful and worthy of admiration,

as with God himself; and yet, in the midst of this resignation,

they know how to preserve their freedom and internal calm,
face to face with the world which environs them. Thus, in the

burning ardor of passion, we see appear the most expansive

felicity and freedom of expression (la parrliesie^) of sentiment

revealed in an exhaustless wealth of brilliant and pompous

images. Everywhere resound the accents of joy, of happi-

ness, and of beauty. In the Orient, if man suffers and is

unhappy, he accepts this as an irrevocable decree of destiny.

He rests there, firm in himself, without appearing crushed or

insensible, and without sadness or melancholy. In the poetry
of Hafiz we find many elegiac songs ; but he remains as care-

less in grief as in happiness. He says, for example, some-

where :
' < Offer not thanks because the presence of thy friend

illumines thee, but burn the taper as in woe, and be content.
"

The taper teaches how at once to smile and to weep. It smiles

through the serene light of its flame, even while it dissolves

in burning tears. This is, indeed, the character of all this

poetry.
To give a few images of a more special order

;
flowers and
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jewels, especially the rose and nightingale, play an important
role in the poetry of the Persians. This animation of the rose

and the love of the nightingale often recur in the verse of

Hafiz. "Though thou art the sultana of beauty," says he,

"abstain from scorning the love of the nightingale." He
himself speaks of the nightingale of his own heart. We, on

the contrary, when mention is made in our poetry of the rose.

of the nightingale, of wiue, etc., do so in a wholly different

and more prosaic sense. The rose is presented only as an

ornament—" crowned with roses," etc. ; or, if we hear the

nightingale , his song onlv causes sentiments to awake within

us. We drink wine, and we say it chases away care. But

with the Persians the rose is not a simple ornament
;

it is not

merely an image, a symbol. It appears to the poet to be

indeed an animated being ;
it is a loved one, an affianced. He

penetrates, in imagination, to the soul of the rose. The same

character which reveals a brilliant pantheism manifests itself

in the most modern Persian poems.

Goethe, also, in opposition to the melancholy character and

intense sensibility by which the poems of his youth are dis-

tinguished, experienced, in his maturer years, this serenity

full of resignation ; and even in his old age, as if penetrated
bv a sigh of the Orient, his soul filled with an immense

felicity, he abandoned himself, in the heat of poetic inspira-

tion, to this freedom of sentiment which preserves a charming
carelessness even in polemic.

The various songs of which he constructed his West-Eastern

Divan are neither mere plays of fancy nor yet insignificant

poems for social pastime ; they are inspired by a free senti-

ment, full of grace and resignation. He himself calls them,
in his song to Suleika,

" Poetic pearls, which thy love, like

waves of the sea, has cast upon the desert shore of my life.

Gathered by dainty fingers, they have been set with jewels in an

ornament of gold."
" Take them," cries he to his beloved,

"
hang them upon thy neck, upon thy bosom, these dew-drops

from Allah, matured in a modest shell-fish."

3. As to the genuine pantheistic unity, which consists in the

joining of the soul with God, as present in the depth of con-
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sciousness, this subjective form is found, in general, in mysti-
cism, as this is developed in the bosom of Christianity. We
will content ourselves with citing, as example, Angelus Silesius,

who has expressed the presence ofGod in all things
— the union

of the soul with God, that of God with the human soul— with

an astonishing boldness of ideas, and with great depth of senti-

ment. He displays in his images a prodigious power of mystic

representation. Oriental pantheism, on the contrary, devel-

ops rather the conception of a universal substance in all visi-

ble phenomena, together with the resignation of man, who,
in the measure that he renounces self, feels his soul ao-oran-

dized, delivered from the constraints of the finite, and who thus

arrives at a supreme felicity in identifying himself with what-

ever is grand, beautiful, and divine in the universe.

II. Art of the Sublime— Hebrew Poetry.

1. God the Creator and Ruler of the Universe.— 2. The Finite World stripped of

all Divine Caracter. — 3. Position of Man face to face with God.

But the genuine sublime is represented by Hebrew Poetry.

Here, for the first time, God appears truly as spirit, as the

invisible Being, in opposition to nature. On the other hand,
the whole universe, notwithstanding the wealth and magnifi-
cence of its phenomena, when compared with the supremely

great Being, is of itself nothing. A simple creation of God,
submitted to His power, it exists only to manifest and glorify

Him.

Such is the idea which forms the source of this poetry, of

which the character is the sublime. In the beautiful, the idea

penetrates through the external reality of which it is the soul,

and forms with it a harmonious unity. In the sublime, the

visible reality, through which the Infinite manifests itself, is

humbled in its presence. This superiority, this imperiousness
of the Infinite, the immeasurable distance which separates it

from the finite— this is what the art of the sublime should

express. It is the religious art, the sacred art par excellence;

its sole destination is to celebrate the glory of God. This

office poetry alone can fulfill.
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1. The dominant idea of Hebrew Poetry is God as Lord of

the world ; God in His independent existence and His pure

essence, inaccessible to the senses and to all sensuous repre-

sentation, which does not correspond to His greatness. God

is the creator of the universe. All those gross ideas concern-

ing the generation of beings give place to that of spiritual

creation. "Let there be light and there was light." This

phrase indicates creation by speech, which is itself the expres-

sion of thought and will.

2. Creation assumes, then, a new aspect : Nature and man

are no longer deified. To the Infinite is distinctly opposed the

finite, which is no longer confounded with the divine principle,

as in the symbolic conceptions of other peoples. Situations

and events take shape with greater clearness. Characters

take a more fixed, more precise, meaning. These are human

figures which no longer present anything fantastic and foreign ;

they are perfectly intelligible, and approach us more nearly.

3. On the other hand, notwithstanding his impotence and

his nothingness, man obtains here a freer and more independ-

ent place than in other religions. The immutable character of

the divine will causes the idea of laic to appear, and to this

law man must render obedience. His conduct becomes

enlightened, fixed, regular. The perfect distinction between

the human and the divine, between the finite and the Infinite,

brings to light that between good and evil, and permits an

enlightened choice. Merit and demerit are the consequence.
To live according to justice in fulfilling the law— this is the

end of human existence, and it places man in direct relation

Avith God. Here is the principle and explanation of his whole

life, of his happiness, and of his sorrows. The events of life

are considered as benefits, as recompenses, or as trials and

chastisements.

Here, also, the miracle appears. Elsewhere all is of the

nature of prodigy, and, hence, nothing is miraculous. The
miracle presupposes a regular succession, a constant order,

and an interruption of this order. But creation itself is

altogether a perpetual miracle, destined to serve for the praise
and the glorification of God.
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Such are the ideas which are expressed with so much bril-

liancy, elevation, and poetry in the Psalms— those classic

examples of the sublime— in the Prophets, and in the sacred

books generally. This recognition of the nothingness of

things, of the greatness and omnipotence of God, of the un-

worthiness of man in His presence, the complaints, the

lamentations, the cry of the soul toward God, constitute

their pathos and sublimity.



CHAPTER III.

REFLECTIVE SYMBOLISM,

Or that Form of Art of which the Basis is Comparison.

I. Under the name of Reflective Symbolism we are to under-

stand a form of art wherein the idea is not only comprised
within itself, but also expressly posited as distinct from the

sensuous form by which it is represented. In the sublime the

idea also appears as independent of this form ; but here the

relation of these two elements is no longer, as in the preceding

stage, a relation based upon the very nature of the idea
; it is,

more or less, the result of an accidental combination, which

depends upon the will of the poet, upon the depth of his spirit,

upon the fervor of his imagination, or upon his genius for

invention. He is able to set out either from a sensuous phe-

nomenon, to which he lends a spiritual meaning by taking

advantage of some analogy ; or from a conception or an idea,

which he proceeds to clothe with a sensuous form
;
or he sim-

ply places one image in relation to another, because of their

resemblance.

This mode of combination is distinguished, then, from naive

symbolism (which has no consciousness of itself) in this : that

the artist comprehends perfectly the idea which he wishes to

develop, as well as the image of which he makes use under the

form of comparison ; thus it is with reflection and by design
that he combines the two terms according to the similarity he

has found in them. This class differs from the sublime in two

particulars : 1st. Not only the distinction of the two terms,

but also the parallel between them, is more or less formally

expressed : 2d. It is no longer the absolute, but some finite

object, which is the source of representation. Thus, in the

-same way, the contrast which gives birth to the sublime disap-
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pears and is replaced by a relation which, notwithstanding the

separation of the two terms, approaches rather to that which

the naive and primitive symbol establishes after its own pecul-
iar fashion.

Hence it is no longer the absolute, the infinite Being, which

these forms express. The ideas represented are borrowed from

the circle of the finite. In sacred poetry, on the contrary, the

idea of God is the only one which has a meaning by and for

itself; created beings are, in His presence, vanishing existences,

pure nothingness.
The idea— in order to find its faithful image and proper term

of comparison in what is essentially limited— finite, must itself

be of a finite nature.

Besides, though the image may be foreign to the idea, and

chosen arbitrarily by the poet, still similitude constitutes a law

of their relative conformity. There remains, then, in this

form of art, but a single characteristic of the sublime : It is

that the image, instead of truly representing the object or the

idea in itself and in its reality, must present only a resem-

blance or comparison of it.

Thus this form of art constitutes a class which is inferior,

but complete in itself. It attempts no more than to find and

to describe some sensuous object, or a prosaic conception, the

idea of which must be expressly distinguished from the image.

Further, in works of art which are constructed entirely upon
one theme, and of which the form presents an undivided whole

— as, for example, in the noteworthy productions of Classic

and of Romantic art— such work of comparison can serve only
for ornament and as an accessory.

If, then, we consider this form of art in its collective totality

as partaking at once of the sublime and of the symbol— of

the first, because it presents the separation of idea from form
;

of the second, because the symbol presents the combination of

the two terms united by virtue of their affinity
— we are not

to conclude that it is, therefore, a more elevated form of art ;

it is rather a mode of conception
— clear, it is true, but super-

ficial
; which, limited in its object, more or less prosaic in it*

form, departs from the mysterious depth of the symbol, and
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from the elevation of the sublime, only to sink to the level of

ordinary thought.
II. Division.—The mode of division in this sphere is based

invariably upon an idea, to which is related a sensuous image.

But, though the idea may be the chief thing, still there is

always a distinction here which must serve as our basis
;
and

this is that sometimes the idea, sometimes the image, serves

as point of departure. Whence we can establish two principal

divisions :

1. In the first, the sensuous image— and this may be a

natural phenomenon or a circumstance borrowed from human
life— constitutes at

t
once the point of departure and the

essential phase of the representation. This image, it is true,

is presented only because of the general idea
;
but comparison

is not therein expressly announced as the end which the artist

proposes to himself. It is not a simple decoration in a work

which might do without such ornaments
; its ambition is

rather to constitute a totality complete in itself. In this

species we may note the following varieties, viz. : The Fable,

the Parable, the Apologue, the Proverb, and the Metamor-

phosis.

2. In the second divisiou the idea is the first term which

presents itself to the mind. The image is only accessory ; it

has no independence, and appears to us entirely subordinated

to the idea. Thus the arbitrary will of the artist, who has

fixed his choice upon this image, and not upon another, never-

theless appears. It is scarcely possible that this species of

representation should produce independent works of art
; it

must be content Avith incorporating its forms, as simple acces-

sories, with other productions of art. As its principal
varieties we can admit : the Enigma, the Jfetajjhor, the

Image, and the Comparison.
3. In the third place, finally, we may mention, by way of

appendix, Didactic Poetry and Descriptive Poetry.
In the first of these classes of poetry, indeed, the idea is

developed in itself, in its generality, such as consciousness

seizes it in its rational clearness. In the second, the repre-
sentation of objects under their sensuous form is, in itself,
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the end ; whence are found to be completely separated the

two elements, of which the perfect combination and fusion

produce genuine works of art.

Now, the separation of the two elements which constitute a

work of art entails this consequence : That the different forms

which find their place in this circle belong almost wholly to

that art whose mode of expression is Speech. Poetry alone,

indeed, can express this distinction and this independence of

the idea from the form ;
while it is in the nature of the figura-

tive arts to manifest the idea in its external form as such.

/. Comparisons which Commence wiil\ the Sensuous Image.

1. The Fable.— 2. The Parable, the Proverb, and the Apologue. —3. Meta-

morphoses.

1. The Fable is a description of a scene from nature, taken

as a symbol which expresses a general idea, and whence we

draw a moral lesson, a precept of practical wisdom. It is not

here, as in the mythological fable, the divine will which mani-

fests itself to man by natural signs and their religious mean-

ings : it is an ordinary succession of phenomena Avhence may
be drawn, in a manner altogether human and rational, a moral

principle, a warning, a lesson, a rule of prudence, and which,

for this very reason, is proposed to us and placed before our

eyes.

Such is the position which we can here assign to the class of

fables to which JEsop in particular has given his name.

The iEsopic fable, in its original form, presents such a con-

ception as the foregoing, of a natural relation or phenomenon
between actual objects of nature generally

— for the most part

between animals, of which the instincts take root in the same

necessities of life which move living men. This relation or

phenomenon, therefore, considered only in its general charac-

teristics, is of such kind that it can also be admitted into the

circle of human life, and it is through this connection that it

first obtains a real significance for man.

a. The first condition is, then, that the particular fact

which is to furnish the moral should not be imagined at pleas-
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ure, nor, above all, in a sense opposite to that in which such

incidents actually occur in nature.

b. The story must relate the fact, not in its generality, but

with its character of individuality as a real, historical event ;

which does not prevent its being taken as a type of every

event of the same class. This primitive form of the fable gives^

to it the greatest naivete, because the didactic aim appears only

at the close (tardivement), and not as if premeditated and

sought after by design. Thus, among the fables attributed to

^Esop, those which offer the greatest attractiveness are such as

present these characteristics. But it is easy to see that the

Fabula clocet takes away from the life of the picture and renders

it dull or obscure, so that often the very opposite doctrine, or

a much more important one than that presented, might be

inferred.

As to ^Esop himself, it is said that he was a deformed slave.

According to accounts given, he lived in Phrygia, in a country

which forms the transition out of real symbolism— that is to

say, from the state where man is held in the bonds of nature—
to a more advanced civilization, where man begins to compre-
hend and appreciate freedom of spirit. Thus, far from resem-

bling the Hindus and the Egyptians, who regard everything

that belongs to the animal kingdom, and to nature in general,

as something divine, the fabulist views all these things with

prosaic eyes. He sees only phenomena of which the analogy
with those of the moral world served solely to give light

respecting the proper conduct of life . Still ,
his ideas are merely

ingenious fancies, without energy of spirit, or depth of insight,

or substantial intuition— without poetry or philosophy. His

reflections and his teachings are full of meaning and of wisdom ;

but they are, after all, only serious meditations on minor mat-

ters. These are not the free creations of a spirit which displays

itself without constraint, but of one which is restricted to seiz-

ing, in the facts which nature herself furnishes him— in the

instincts and propensities of animals in minor daily incidents—
some phase immediately applicable to human life, because such

spirit dares not openly expose the lesson in itself. It is content

with veiling it, with leaving it to be understood
; it is like an

3
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enigma which must always be accompanied by a solution.

Prose commences in the mouth of a slave. Similarly the

class itself is altogether prosaic.

Nevertheless, these ancient productions of the human spirit

have extended to almost all ages and all peoples. Whatever

ma}r be the number of fabulists of whom any nation possessing
the fable in its literature may boast, these effusions are, for the

most part, only reproductions of primitive fables merely
translated into the taste of each epoch. Whatever the fabu-

lists have added to the hereditary stock, or whatever can be

considered as their invention, must, in the main, be esteemed

as far inferior to primitive conceptions.

2. The Parable, the Proverb, and the Apologue. — a. The

Parable resembles the fable in so far as, like that, it bor-

rows its examples from common life. It is distinguished from

it in that it seeks such incidents, not in nature and in the

animal kingdom, but in the acts and circumstances of human

life, as these commonly present themselves to all eyes. It

enlarges the compass of the fact chosen, which seems in itself

of little importance, extends its meaning to a more general

interest, and allows a more elevated purpose to appear.

We might consider the means employed by Cyrus to bring

about a revolt of the Persians as a parable composed with a

view to an entirely practical end (Herod. I. C. cxxvi). He
wrote them that they should assemble, provided with sickles,

at a place designated by himself. The first day he made

them clear a field covered with thorns
;

the da}' following,

after having caused them to rest and bathe, he conducted

them into a meadow where he entertained them sumptuously.
The feast terminated, he asked them which day had been the

more agreeable to them. All cried out in favor of the present

day, which had brought them nothing but delight. "Very
well," said Cyrus, "if you will follow me, such days will

multiply without number ; if not, be assured that you will

suffer innumerable hardships like those of yesterday."
There is some analogy between such parables and those

which we find in the Gospel, though the latter are much more

profound, and of a higher generality. The parable of the



Symbolic Art. 35

Sower, for example, is a story of which the subject is in itself

insignificant, and which derives importance only from its com-

parison to the kingdom of heaven. The meaning of this

parable is a wholly religious idea, to which an incident of

human life presents some resemblance ; as, in the JEsopic

fable, human life finds its emblem in the animal kingdom.

The story of Boccacio, of which Lessing has made use. in

Nathan the Wise, for his parable of the Three Rings, presents

a meaning of like extent. The storv, considered in itself, is

still altogether ordinary : but it makes allusion to the most

important ideas, to the difference and the relative purity of

the three religions, Jewish, Mahometan, and Christian. It is

the same— to recall the most recent productions of this class—
with the parables of Goethe.

b. The Proverb forms an intermediate class in this circle.

Indeed, when developed, proverbs change either into parables

or into apologues. They present some circumstance borrowed

from whatever is most familiar iu human life, but which is

then to be taken in a universal sense. For example : One hand

washes the other. Let everybody sweep before his own door.

He icho digs a pitfor another, falls into it himself. Here also

beloug maxims, of which Goethe has also, in these latter times,

composed a great number which are of an infinite grace, and

often full of profound meaning.
These are not comparisons. The general idea and the con-

crete form are not separated and again brought together. The

idea is immediately expressed in the image.
c. The Apologue might be considered as a parable which

serves as an example, not in the manner of a comparison, in

order to make manifest some general truth, but to introduce

under such wrappage a maxim which is found to be therein

expressed. This is really included in the particular fact which,

nevertheless, is related simply as such. In this sense The

God and the Bajadere of Goethe might be styled an apologue.
AVe find here the Christian story of the sinful Magdalene
clothed in the forms of Indian imagination. The bajadere
shows the same humility, the same power of love and of faith.

The god subjects her to a proof which she sustains perfectly ;
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she is freed from her faults and returns again to favor through
atonement. In the apologue the recital is so conducted that

the issue itself gives the lesson, without any comparison being

necessary; as, for example, in the Treasure-Seeker, "Give

day to labor, evening to pleasure ;
toil through the week, but

on holiday be merry ; henceforth be this thy motto."

3. Metamorphoses constitute the third class, forming a con-

trast with the fable. They present, it is true, the symbolic and

mythological character
; but, aside from this, they place the

spirit in opposition to nature, because they represent an object

of nature— a rock, an animal, a flower, etc.— as an existence

of the spiritual order degraded by punishment. Philomela,

the Pierides, Narcissus, Arethusa, are moral persons who, by
a fault, a passion, a crime, or the like, have merited infinite

suffering, or have fallen into great sorrow. Bereft of liberty,

of life, and of spirit, they have entered into the class of natural

beings.
Thus the objects of nature are not considered here prosaic-

ally, as physical beings. These are no longer simply a mount-

ain, a fountain, a tree ; they represent an act, a circumstance of

human life. The rock is not merely a stone
;

it is JSTiobe

weeping for her children. On the other hand, this act is a

fault, and the transformation must be looked upon as a degra-
dation from spiritual existence.

We must, then, carefully distinguish these metamorphoses
of men and of gods into natural objects from the unconscious

or irreflective symbolic properly speaking. In Egypt, for

example, the divine principle is contemplated immediately in

the mysterious depth of animal life. Moreover, the true sym-
bol is a sensuous object, Avhich represents an idea by its

analogy with it, yet without expressing it completely, and in

such manner that this is inseparable from its emblem
;
for

here spirit cannot disengage itself from the natural form.

Metamorphoses, on the contrary, constitute the express dis-

tinction between natural and spiritual existence, and in this

respect mark the transition from symbolic mythology to

mythology properly speaking. Mythology, as we understand

k, sets out, it is true, from real objects of nature— as the sun
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«nd the sea, rivers, trees, the fertility of the earth, etc. ;
but

it lifts them out of their mere physical character by individu-

alizing them as spiritual powers, so as to make of them gods

having a human soul and the human form. It is thus, for

example, that Homer and Hesiod first gave to Greece its true

mythology ; that is to say, not merely the fables concerning
the gods, or conceptions, moral, physical, theological and

metaphysical, under the veil of allegory, but the beginning of

a religion of spirit, with the anthropomophic character.

//. Comparison ichich Commences with the Idea.

1. The Enigma.— 2. The Allegory.
— 3. The Metaphor, the Image, and the Com-

parison.

1. The Enigma is distinguished from the symbol properly

speaking, first, in this : that it is clearly understood by the

inventor ; secondly, because the form which envelops the

idea, and of which the meaning is to be divined, is chosen

designedly. Real problems are, first and last, unsolved

problems. The enigma, on the contrary, is, by its very

nature, already solved before being proposed ;
which caused

Sancho Panza to say, with much reason, that he would greatly

prefer to be given the word, before the enigma.
The point whence one takes his departure in the invention

of an enigma is, then, the meaning which it contains, and of

which he has perfect consciousness.

Nevertheless, individual characteristics and specific prop-
erties are borrowed designedly from the external world, and

are brought together in a maimer unequal, and, therefore,

striking ; just as in nature, and externality generally, they are

found strewn about in mutual exclusion. Whence there is

lacking in these elements the close connection which is re-

marked in a whole of which the parts are strongly bound

together of themselves : thus their artificial combination has

no meaning by itself. Still, from another point of view, they

express a certain unity, because characteristics in appearance
the most heterogeneous are brought into connection b}' means
of an idea, and thus offer some significance.
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This idea, constituting the subject to Avhich those scattered

attributes belong, is the word of the enigma, the solution of"

the problem which must be sought out by guessing at it

through this obscure and perplexed envelop. In this respect
the enigma is, in the ordinary sense of the term, the spiritual

side of the reflective symbol ; it puts to the proof the spirit

of sagacity and of combination. At the same time, as a

form of symbolic representation, it destroys itself, since it

requires to be resolved.

The enigma belongs mainly to that art of which the mode
of expression is speech. Still a place can be found for it in

the figurative arts, in architecture, in the art of gardening,
and in painting. It makes its first appearance in poetry in the

Orient, at that period of transition which separates the old

Oriental symbolism from reflective knowledge and reason.

All peoples and all epochs have found their amusement in

such problems. In the middle ages, among the Arabs and the

Scandinavians, in German poetry
— for example, in the poetic

contests which took place at Marburg— the enigma played an

important part. In our modern times it has fallen from its

elevated rank. It is no longer anything; more than a frivolous

element of conversation, a freak of wit, a social pleasantry.

2. The Allegory.
—The opposite of the enigma, in the circle

wherein we set forth from the idea in its universality, is the

allegory. True, it seeks faithfully to render the character-

istics of a general conception manifest by properties analogous
with those of sensuous objects ; but, instead of half conceal-

ing the idea by proposing an enigmatical question, its aim is

precisely the most perfect clearness. So that, with respect to

the idea which appears in it, the exterior object made use of

must be of the most perfect transparency.

a. Its chief purpose, then, is to represent and to personify,

under the form of a real object, universal, abstract conditions

or qualities, as well from the human as from the animal

world
;
such as justice, glory, Avar, religion, love, peace, the

seasons of the year, death, renown, etc. And to personify,

wc must remember, is to comprehend that which is personified

as a subject
— as a conscious being. Nevertheless, neither-
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tlirousrh the content nor through the outer fonn is there in

personification any real, living individuality ;
it is always an

abstract conception, which preserves merely the empty form

of personality. Hence it can be regarded only as a nominal

existence. It is in vain that the human form has been given

to an allegorical being ;
it will never arrive at the concrete and

living individuality of a Greek divinity, nor of a saint, nor of

any other real personage, because, in order to render it suit-

able to the representation of an abstract conception, it is

necessary to take away just that which constitutes its per-

sonality and its individuality. It is, then, with justice that the

allegory has been pronounced cold and pallid. We may add

that, in respect of invention, because of the abstract charac-

ter which allegory expresses, it is rather an affair of the

reason than of the imagination ; it presupposes no lively and

profound sentiment of the reality. Poets like Virgil are often

compelled to resort to allegorical beings because they do not

know how to create gods who rejoice in a genuine personality,

like those of Homer.

b. The idea which the allegory represents, notwithstanding
its abstract character, is, nevertheless, definite. Otherwise,

it would be unintelligible. And yet the connection be-

tween this idea and the attributes which explain it is not

sufficiently close to secure its identification with them. This

separation of the general idea from the particular ideas which

determine it, resembles that of subject and attribute in the

grammatical proposition ;
and this is the second cause (motif)

which renders the allegory cold.

c. To represent the special characteristics of the general
idea it has been customary to employ emblems, borrowed

either from external facts or from circumstances attaching to

manifestation in the real world; or, again, to introduce the

instruments, the means used for the realization of the idea.

War is, for example, designated by arms, lances, cannons,

drums; spring, summer, autumn, by flowers, fruits, etc.;

justice, by balances; death, by an hour-glass and a scythe.
But as the external forms which serve to represent the abstract

idea are entirely subordinated to it, and play the part of mere
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attributes, the allegoiy is thus doubly cold. 1. As personifi-

cation of an abstract idea, it lacks life and individuality. 2. Its

external, determinate form presents only signs, which, taken

in themselves, have no longer any meaning. The idea which

should be the bond and center of all these attributes is not a

living unity which develops itself freely and manifests itself

through these special forms. Hence, in the allegory, the real

existence of personified beings is never taken seriously ; and

this forbids the o-ivino; an allegorical form to an absolute being-.

The Dike of the Ancients, for example, should not be regarded
as an allegory. It is the necessity which weighs upon all

beings ;
it is eternal justice, universal power, the absolute

principle of the laws, which govern nature and human life ;

while at the same time it is the absolute itself, to which are

subjected all individual beings, men and gods included.

3. The Metaphor, Image, and Comparison. — The third

mode of representation, after the enigma and the allegory,

is the Figure in general. The enigma, as yet, conceals

the meaning which, on its own account, is known, while the

form in which it is clothed is of a heterogeneous and far-

fetched character
;
and nevertheless, in its affinity with the

idea, it appears to be the principal thing. Allegory, on the

contrary, makes clearness of meaning the essential end, so

that personification and allegorical attributes appear reduced

to the level of mere signs. The figure combines this clear-

ness of the allegoiy with the pleasure which the enigma pro-

duces in presenting to the spirit an idea under the veil of an

exterior appearance which has some analogy with it
;
and that

in such manner that, instead of an emblem to decipher, it is

an image in which the meaning is revealed with great clear-

ness, and manifested in its true character.

a. The Metaphor.— In itself the metaphor is a comparison,

in so far as it clearly expresses an idea by means of a similar

object. But in comparison, properly speaking, the meaning
and the image are expressly separated, while in the metaphor
this separation, although it offers itself to the mind, is not

directly indicated. Thus Aristotle already distinguishes these

two figures in saying that in the first comparison we add
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* ias
,,— a term which is wanting in the second. That is to say,

the metaphorical expression mentions only one side, viz., the

image ; but, in the connection in which the image is used, the

precise meaning which is intended is so manifest that it is, so

to speak, given immediately and without express separation

from the image. If I hear uttered, "the spring-time of his

days," or " a river of tears," I know that I must take these

words, not in their immediate, but in their figurative, sense,

which is made apparent by the connection in which the expres-

sions are used.

In the symbol and the allegory the relation between the

idea and the external form is neither so immediate nor neces-

SJiry. In the nine steps of an Egyptian stairway, and in a

thousand other examples, only the initiated, the wise, and the

learned seek to discover a symbolic meaning. In a word,
the metaphor can be defined as an abridged comparison.

The metaphor cannot pretend to the value of an independent

representation, but only to that of an accessory one. Even

in its highest degree it can appear only as a simple ornament

for a work of art, and its application is found only in spoken

language.
b. The Image.— Between the metaphor and the comparison

is placed the image, which is only a developed metaphor.

Notwithstanding its resemblance to the comparison, it differs

from it in this : that the idea is not here disengaged and

expressly developed aside from the sensuous object. It "can

represent a whole series of states, of acts, of modes of exist-

ence, and can render such series sensuous by a like succession

of phenomena borrowed from a sphere which is independent,
but which presents some analogy with the first

;
and this with-

out the idea being formally expressed in the development of

the image itself. The poem of Goethe, entitled The Song of
Jfahomet, will serve as an example : "A mountain-spring with

the freshness of youth leaps over rocks into the abyss : anon
it reappears in bubbling fountains and in rivulets, then flows

out upon the plain, greets its brother streamlets, gives its

name to many lands, sees cities born beneath its feet, until, at

length, it bears in tumultuous joy its treasures, its brothers,
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and its children into the bosom of the creator who awaits it.'

The title alone tells us that this magnificent image of a tor-

rent, and of its course, represents to us the flight of Mahomet,
the rapid propagation of his doctrine, and the combination of
all peoples blended together in the same faith.

The Orientals especially show great boldness in the employ-
ment of this class of figures. They love to thus construct a

group of ideas, of wholly different orders, and make them

agree. A great number of examples of this are furnished by
the poetry of Hafiz.

c. Comparison.— The difference between the image and the

comparison consists in this : that what the image represents
under a figurative form appears in the comparison as abstract

thought. Here the idea and the image proceed side by side.

The two terms are entirely separated, each being repre-
sented on its own account, after which they are, for the first

time, exhibited in presence of one another because of their

resemblance.

Comparison, like the image and the metaphor, expresses the

boldness of the imagination, which, having an object in view,

shows in pausing before it the power it possesses of com-

pletely combining by external relations ideas the most widely

separated, and which, at the same time, knows how to cause

the principal idea to reduce to its sway a whole world of varied

phenomena. This power of the imagination, which is revealed

by the faculty of discovering resemblances, of combining

heterogeneous objects wholly by means of relations full of

interest and of meaning, is, in general, what constitutes the

essence of comparison.
In this connection we must remark a difference between the

poetry of the East and that of the West. In the Orient, man,
absorbed by external nature, entertains few thoughts concerning

himself, and knows neither languor nor melancholy. His

desires are restricted to experiencing an altogether outward

joy which he finds in the objects of his comparisons and in.

the pleasure of contemplation. lie looks about with a free

heart, seeking, in what environs him— in what ho knows and

loves— an image of that which captivates his senses, and fills.
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his spirit. The imagination, disengaged from all internal con-

centration, free from every malady of the soul, finds its satis-

faction in a comparative representation of the object which

interests it, especially if this, because it is compared with

what is most brilliant and most beautiful in nature, acquires

greater value, and strikes the eve more vividlv. In the

Occident, on the contrary, man is more occupied with himself,

more disposed to break forth in complaints and lamentations

respecting his own sufferings, to allow himself ,to give way to

languor and vain desires.c

III. Disappearance of the Symbolic Form of Art.

1. Didactic Poetry.—"When a general idea, of which the

development presents a systematic whole, is conceived in its

abstract character by the mind, and when, at the same time, it

is exhibited under a form and with ornaments borrowed from

art, then is produced the didactic poem. To speak rigorously,

didactic poetry ought not to be counted among the forms

appropriate to art. Indeed, matter and form are here com-

pletely distinct.

At first the ideas are comprehended in themselves, in their

abstract and prosaic nature. On the other hand, the artistic

form can be joined with the subject-matter only by an altogether
external relation, because the idea is already expressed in the

mind, with its abstract character. Instruction is addressed,

first of all, to reason and reflection. Thus, its aim being to

make known a general truth, its essential condition is clear-

ness.

Art, then, can be employed in the didactic poem only upon
what concerns the external part ;

the measure, the nobility of

language, the introduction of episodes, the employment of

images and comparisons, the expression of sentiments, a swifter

progress, more rapid transitions. All the wrappage of poetic
forms — which does not touch upon the matter, but is placed
outside of it— figures only as something accessor} . More or

less vivacious and striking, these images enliven a subject
otherwise serious, and temper the dryness of the lessoiu
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What is in itself essentially prosaic cannot be poetically devel-

oped. It can only be clothed in poetic form. It is thus that

the art of gardening, for example, is only the external arrange-
ment of the grounds, of which the general configuration is

already given by nature, and which can have in itself nothing
beautiful or picturesque. It is thus, again, that architecture,

by ornaments and external decorations, gives an agreeable

aspect to the simple regularity of an edifice constructed merely
with a view to utility, and of which the destination is wholly

prosaic.

It is in this way that Greek philosophy, at its beginning,
was produced under the form of the didactic poem. Hesiod

might be taken as an example. Still, conceptions truly prosaic

are properly developed only when reason renders herself mis-

tress of her object in imposing upon it her reflections, her

reasonings, and her classifications ; when, in other words, she

proposes to teach directly, and, in order to reach her aim, calls

to her aid elegance, the charms of style, and the harmonies of

poetry. Lucretius, who reproduced in verse the system of

Epicurus ; Virgil, with his instructions in agriculture, furnish

us models which, notwithstanding all the ability of the poet

and the perfection of his style, fail to constitute a pure and

free form of art. In Germany the didactic form has already

lost favor. At the close of the last century Delille gave to the

French, besides the Poem of the Gardens, or the Art of

Embellishing Landscapes, and The Man of the Fields, etc.,

a didactic poem, in which he presents a sort of compendium
of the principles discovered in physics upon magnetism, elec-

tricity, etc.

2. Descriptive Poetry is, in one respect, the opposite of

•didactic poetry. The point of departure, indeed, is not the

idea already presented to the mind ;
it is the external reality

with its sensuous forms, objects of nature or works of art, the

seasons, the different parts of the day, etc. In the didactic

poem the idea which constitutes its basis remains, from its

very nature, in its abstract generality. Here, on the contrary,

they are the sensuous forms of the real world in their particu-

larity, which are represented to us, depicted or described, as
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they usually present themselves to our view. Such a subject

of representation belongs, absolutely speaking, only to one

side of art. Now, this side, which is that of external reality,

has a. right to appear in art only as manifestation of spirit,

or as a theater for its development. Here it does not exist on

its own account, but is destined merely to receive the char-

acters, while for itself it is but a simple external reality

separated from the spiritual element.

Descriptive poetry affords greater interest when it causes

its pictures to be accompanied by the expression of sentiments

which can be excited by nature— the succession of the hours

of the day and of the seasons of the year, a wood-covered

hill, a murmuring brook, a cemetery, a pleasantly-situated

village, a quiet, thatched cottage. It admits, also, like the

didactic poem, episodes which give it a more animated form,

especially when it depicts the sentiments and emotions of the

soul, a sweet melancholy, or minor incidents borrowed from

human life as exhibited in the humble degrees of society.

But this combination of the sentiments of the soul with the

description of the external forms of nature may still remain

wholly superficial ; for the scenes of nature preserve their

special and independent existence. Man, in presence of this

spectacle, experiences, it is true, such or such sentiment ; but,

though between these objects and his sensibility there may be

sympathy, there is yet no union, no deep penetration. Thus,
when I enjoy a bright moon, when I contemplate the woods,
the valleys, or the fields, I do not, for all that, imitate the

enthusiastic interpreter of nature ;
I only feel a vague harmony

between the interior state into which this spectacle casts me
and the group of objects which I have before my eyes.

3. Tlie Ancient Epigram.—The primitive character of the

epigram is immediately expressed by the word itself; it is an

inscription. Without doubt, between the object itself and its

description there is a difference
; but in the more ancient epi-

grams, of which Herodotus has preserved us a few, we have

not the description of an object formed with a view to accom-

panying some sentiment of the soul. The thing itself is rep-
resented in a twofold manner: First, its external existence is



46 Symbolic Art.

indicated
;
then its meaning, its explanation, is given. These

two elements are closely combined ; they enter deeply into the

epigram, which expresses the most characteristic and most

appropriate features of the object. Later, the epigram loses,

even with the Greeks, its primitive character, and degenerates
so far (on occasion of special events, of works of art, or of

personages whom it is desired to designate) as to inscribe fugi-

tive thoughts, dashes of wit, touching reflections, which be-

long rather to the exclusively personal disposition of the

author himself in his relation to the object than to the object

itself.

The defects of the symbolic form are manifest in what pre-

cedes, and out of these defects arises the following demand,
viz. : That the external phenomenon and its meaning, outer

reality and its spiritual explanation, must not be developed in

complete separation ; while, on the contrary, the unity of

these two elements must not continue to be of that type which

has been offered us in the symbol, in the sublime, and, finally,

in the reflection or comparison. Genuine artistic represen-.

tation must be sought only where perfect harmony is estab-

lished between the two terms
; that is to say, where the sen-

suous form manifests in itself the spirit which it contains

and by which it is penetrated ; while, on its side, the spiritual

principle finds in sensuous reality its most appropriate and

most perfect manifestation. But, in order to arrive at the

perfect solution of this problem, we must take leave of the

Symbolic Form of Art.



PART II.

«

OF THE CLASSIC FORM OF ART.

Of the Classic in General.

1. Unity of Idea and Form as the Fundamental Characteristic of the Classic.— 2.

Of Greek Art as Realization of the Classic.— 3. Position of the Artist in this

new Form of Art.

The intimate union of matter or content with form— the

mutual adaptation of these elements together with their

perfect harmony— constitutes the central point of art. This

realization of the idea of the beautiful, to which symbolic art

vainly strives to attain, is accomplished for the first time in

Classic Art.

"We have already seen what is here to be understood by the

Classic. Its characteristics are summed up in the ideal. This

perfect mode of representation fulfills the condition which is

the very end of art.

But, in order that this condition might be accomplished,
there was need of all the particular moments or elements which

appear in symbolic art. For the basis of classic beauty is not

a vague and obscure conception ; it is the free idea, which is

its own significance, and which, therefore, manifests itself on

its own account— in a word, it is spirit, which seizes itself as

its own object. In thus presenting itself to itself as an object

of contemplation, it assumes an external form
;
and this, iden-

tical with the matter which it manifests, becomes its faithful,

adequate expression. The consciousness which it possesses of

itself permits it to reveal itself clearly.

This is what Symbolic Art, with that species of unity which

constitutes the symbol, has been able to present us. Now it is

nature with its blind forces which forms the source of its rep-
resentations ; again, it is the spiritual Being which it conceives
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in a vague manner, and which it personifies in gross divinities.

Between idea and form there is revealed a simple affinity, an

external correspondence. The attempt to conciliate them,
under their opposition, is still more striking; or art, as in

Egypt, in wishing to give expression to spirit, creates only
obscure enigmas. Above all, there is betrayed the absence of

true personality and freedom
;
for these can unfold only with

the evolution of complete self-consciousness on the part of the

spirit.

We have, it is true, encountered this idea of the nature of

spirit as opposed to the sensuous world, clearly expressed in

the religion and the poetry of the Hebrew people. But that

which is born of this opposition is not beauty ;
it is the sub-

lime. A lively sentiment of personality manifests itself also

with the Arab race. But with them this is only a superficial

side, stripped of depth and of generality ;
it is not true person-

ality fixed upon a solid basis, upon the knowledge of spirit and

of the moral nature.

All these elements, therefore, whether separated or combined y

cannot present us the ideal. They are antecedents, conditions,

and materials. Their collective totality presents nothing which

corresponds to the idea of real beauty. This ideal beauty we
have found realized for the first time in Classic Art, which

endeavors to give it a more precise characterization.

I. In classic art, spirit does not appear under its infinite

form. It is not the thought which thinks itself, the absolute

which reveals itself to itself' as the universal. It manifests-

itself still in an immediate, natural, and sensuous existence.

But at least the idea, in so far as it is free, chooses for itself in

art its appropriate form, and possesses within itself the prin-

ciple of its external manifestation. It must then return to

nature, but only to become its master. Those forms which

it borrows from nature, instead of being simply material,

lose their independent value in order to become exclusively

the expression of spirit. Such is the identification, con-

formable to spirit itself, of the two elements, spiritual and

sensuous. In place of being neutralized the one by the other,

the two elements rise to a higher harmony which consists in
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each being preserved in the other ;
in idealizing and spiritual-

izing nature. This unity is the basis of Classic Art.

Bv virtue of this identification of significance with sensuous

form, no separation can take place, and thus there is no inter-

ruption of their perfect union. Thus, too, the inner principle

cannot retire into itself as pure spirit and abandon corporeal

existence. Besides, as the objective and outer element in

which spirit manifests itself is entirely definite and particular,

the free spirit, such as art exhibits it, can only be the equally

definite and independent spiritual individuality in its natural

form . Hence man constitutes the true center of classic beauty.
It is clear, also, that this intimate union of the spiritual with

the sensuous element can be no other than the human form.

For, though this participates especially in the animal type, it is

none the less the sole manifestation of spirit. There is in

it the inanimate, the ugly ; but the task of art is to cause to

disappear from it this opposition between matter and spirit,

to embellish the body, to render this form more perfect, to

animate it, to spiritualize it.

As classic art represents free spirituality under the human,

individual, and corporeal form, it has often been reproached
with anthropomorphism. With the Greeks, Xenophanes had

already attacked the popular religion in saying that, if lions had

had sculptors among them, they would have given to their gods
the form of lions. The French have in this sense a witty say-

ing, that " God created man in His image, and men have shown

their appreciation by providing themselves with gods in human
form." But it is to be remarked that, if classic beauty is,

in one respect, imperfect when compared with the romantic

ideal, the imperfection does not reside in anthropomorphism
as such. Far from this, we must admit that, if Classic Art is

sufficiently anthropomorphic for art, it is too little so relatively

to a more advanced religion. Christianity has pushed anthro-

pomorphism much further
; for, in the Christian doctrine, God

is not merely a divine personification under the human form :

He is at once very God and very Man. He passed through

every phase of human existence. He was born, He suffered,

and died. In Classic Art, sensuous nature does not die, but

4
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neither is it resuscitated. Thus this religion does not wholly

satisfy the human soul. The Greek ideal has for its basis an

unchangeable harmony between spirit and sensuous form— the

unalterable serenity of the immortal gods ;
but this calm has

about it something cold and inanimate. Classic Art has not

comprehended the true essence of the divine nature, nor pene-
trated to the depths of the soul. It has not known how to

develop its inmost powers in their opposition, and again

to reestablish their harmony. All this phase of existence, the

evil, the sinful, the unhappy, moral suffering, the revolt of the

will, remorse, and the agonies of the soul, are unknown to it.

Classic art does not pass beyond the proper domain of the

veritable ideal.

II. As to its realization in history, it is scarcely necessary to

say that we must seek it among the Greeks. Classic beauty,

with the infinite wealth of ideas and forms which compose its

domain, has been allotted to the Greek people, and we ought
to render homage to them for having raised art to its highest

vitality. The Greeks, to consider their history only from the

external side, lived in the happy medium of self-conscious,

subjective freedom and moral substantiality. They were not

enchained in the immobile unity of the Orient, of which the

result is political and religious despotism, where the person-

ality of the individual is absorbed and annulled in the uni-

versal substance, and has thence neither rights nor moral

character. On the other hand, they proceed no further than

to that stage where man con'centrates himself within himself;

separates himself from society, and from the world which envi-

rons him, in order to live retired within himself. Hence they

connect their conduct with real interests only in turning toward

a purely spiritual world. In the moral life of the Greek

people the individual was, it is true, independent and free,

yet without being able to isolate himself from the general

interests of the State, or to separate his freedom from that of

the city of which he formed a part. In Greek life the senti-

ment of general order as basis of morality remains in change-

less harmony with that of personal freedom.

At the epoch when this principle reigned in all its purity,
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the opposition between political and moral law which is revealed

by the moral consciousness was not yet manifest. The citi-

zens were still penetrated by the spirit which constitutes the

basis of public customs. They sought their own freedom only
in the triumph of the general interest.

The sentiment of this happy harmony penetrates through all

the productions in which Greek freedom has become conscious

of itself. So that this epoch is the medium in which beauty

begins its true life, and enters into full possession of its serene

domain. It is the medium of free vitality
— which is not here

merely a product of nature, but a creation of spirit
— and by

this right it receives its manifestation in art
; it is a mingling

of spontaneity and reflection, where the individual is not iso-

lated, but where also he cannot connect his faith, his suffer-

ings, and his destiny with a more elevated principle, and

knows not how to reestablish harmony within himself. This

moment, like human life in general, was only a transition ; but

in this instant, so brief, art attains to the culminating point of

beauty under the form of plastic individuality. Its develop-

ment was so rich and so full of genius that all the colors, all

the tones, are there combined. At the same time, it is true,

all that has appeared in the past finds its place here no longer
as something absolute and independent, but as elements which

are subordinate and accessory. Whence, also, the Greek

people has revealed to itself its own spirit, in a sensuous and

visible manner, in its gods. It has given them in art a form

perfectly in accord with the ideas which they represent.

Thanks to this perfect accord, which reigns as well in Greek

art as in Greek mythology, this was, in Greece, the highest

expression of the absolute : and the Greek religion is the very

religiou of art ; while, at a later epoch, Romantic Art, though
it may be as truly art, still gives intimation of a higher form

of consciousness than Art is capable of representing.
III. Art here appears, not as a production of nature, but as

a creation of the individual spirit. It is the work of a free

spirit which has consciousness of itself, which possesses itseli,

which has nothing vague or obscure in thought, and finds itself

arrested bv no technical difficultv.
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This new position of the Greek artist is manifested at once

in respect of matter, of form, and of technical ability.

1. In that which concerns the matter or the ideas which are

to be represented— in opposition to Symbolic Art, where the

spirit gropes about, seeks, without being able to arrive at, a

clear notion— the artist here finds those ideas already pro-
vided in dogma, in popular faith

;
and of these he renders a

clear account to himself. Nevertheless, he is not subservient

to it
;
he accepts it, but reproduces it freely. Greek artists

received their subjects from the popular religion ;
this was an

idea originally transmitted by the Orient, but which was

already transformed in the consciousness of the people. They
transformed it, in their turn, in the sense of the beautiful;

they reproduced and created at the same time.

2. But it is, above all, in the form, that their free activity is

concentrated and exercised. While Symbolic Art exhausts

itself in search of a thousand extraordinary forms in order to

transmit its ideas, having neither measure nor fixed rule, the

Greek artist confined himself within his subject and respected

its limits. Thus he also established a perfect accord between

matter and form. In thus working out the form, he perfected

the matter, or content, also. He disengaged them both from

useless accessories, so as to adapt the one to the other.

Whence he did not pause with an immobile and traditional

type ;
he perfected the whole, for matter and form are insep-

arable
;
he developed both the one and the other in all the

serenity of inspiration.

3. As to the technical element, to the classic artist belong,

in the highest degree, ability combined with inspiration.

Nothing either arrested or constrained him. Here were no

impediments, as in a stationary religion where forms are con-

secrated by usage
— as, for example, in Egypt. And this

ability continued always increasing. Progress in the methods

of art is necessary to the realization of pure beauty, and to

the perfect execution of works of genius.

Division. — This must be sought only in the degrees of

development which spring from the conception of the classic

ideal.
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1. The fundamental point which here constitutes all prog-

ress is the advent of genuine personality, which, in order to

express itself, can no longer make use of forms borrowed from

inorganic or animal nature, nor of gross personifications where

the human form is mingled with preceding forms. This suc-

cessive transformation by which classic beauty is engendered
of itself is, then, the first point to examine.

2. After having spanned this interval, we have attained to

the true ideal of Classic Art. What constitutes here the cen-

tral point is the Greek Olympus, the new world of the gods
of Greece, the beautiful creations of art. These we must

characterize.

3. But in the idea of Classic Art is contained the principle

of its destruction, which must conduct us into a mightier
world— the Romantic world. This will constitute the subject

of a third chapter.



CHAPTER I.

DEVELOPMENT OF CLASSIC ART.

I. Degradation of the Animal Kingdom.

1. Sacrifices of Animals.— 2. Hunts of Wild Beasts.— 3. Metamorphoses.

The first improvement consists in a reaction against the

Symbolic Form, which the new spirit busies itself in destroy-

ing. The Greek gods came from the Orient ; the Greeks bor-

rowed their divinities from foreign religions. We might say,
on the contrary, that they invented them

; for invention does

not exclude borrowing. They transformed ideas contained in

ancient traditions. Now, upon what was this transformation

based? This is the history of polytheism, and of antique art

which pursues a parallel course and is inseparable from it.

The Greek divinities are, first of all, moral persons clothed

with the human form. The first development, then, consists

in rejecting those gross symbols which, in Oriental naturalism,

constitute the objects of worship, and which disfigure the

representations of art. This progress is marked by the degra-
dation of the animal kingdom. It is clearly indicated in a

great number of the ceremonies and fables of polytheism :

1. By Animal Sacrifices. 2. By Sacred Hunts; by many of

the exploits attributed to heroes— in particular, the Labors of

Hercules. Some of the fables of JEsop have the same mean-

ing. 3d. The metamorphoses described by Ovid are also dis-

figured myths, or fables become burlesque, but of which the*

basis, remaining intact and easy to be recognized, contains the

same idea.

This is the opposite of the manner in which the Egyptians
considered animals. Nature here, instead of being venerated

and adored, is reduced and degraded. To assume an animal
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form is no longer a deification— it is the chastisement of a

monstrous crime. This form is made a disgrace to the gods
themselves, and they assume it only to satisfy the passions of

a sensual nature. Such is the meaning of many of the fables

of Jupiter, as those of Danae, of Europa, of Leda, of Gany-
• mede. The representation of the generative principle in nature,

which constitutes the source of ancient mythologies, is here

changed into a series of tales, wherein the father of gods and

men plays a role little edifying and often ridiculous. Finally,

all this part of religion which relates to the sensual desires of

the animal nature is crowded into the background and repre-
sented by subordinate divinities : Circe, who changes men into

swine
; Pan, Silenus, the Satyrs, and the Fauns. Still the

human form predominates, the animal form being indicated by
the ears, small horns, etc.

Among these mixed forms it is necessary also to class the

Centaurs, in which the sensual, passionate side of nature

dominates, and where the spiritual side permits itself to be

suppressed. Chiron alone, an able physician and t^ie pre-

ceptor of Achilles, has a noble character, but his subaltern

functions of pedagogue, which do not rise above human ability

and wisdom, prevent his admission to the circle of the gods.
In this fashion the character which the animal form presents
in Classic Art is found to be changed in all respects ; it is

employed to designate the evil— that which is in itself bad

or reprehensible : the forms of nature inferior to spirit ;
while

elsewhere it is the expression of the Good and of the Abso-

lute.

II. Conflict Between the Old and the Xew Gods.

1. Oracles.— 2. Distinction between the Ancient and the New Divinities.—
3. Overthrow of the Ancient Gods.

After this degradation of the animal kingdom a progress
of a higher order causes itself to be felt. It consists in this :

that the real gods of Classic Art. of whom the essential

characteristics are freedom and personality, manifest them-
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selves with the attributes of consciousness and will as spiritual

powers. And here it is under the human form that they

appear. As the animal kingdom has been degraded and

abased, so the powers of nature are also abased and degraded.
In opposition to these, spirit occupies a more elevated rank.

Then, instead of simple personification, it is true personality
which constitutes the chief element. Still, the gods of Classic

Art do not cease to be forces of nature, because God could

not here be represented as the free and absolute Spirit
— such

as he appears in Judaism and in Christianity. God is neither

the creator nor the lord of nature ;
nor is He any more the

absolute being whose essence is spirituality. This contrast

between the Divinity and created things deprived of the divine

character gives place to a harmonious accord, wherein results

beauty. The universal and the individual— nature and spirit
—

combine without losing their respective rights, and without

altering their purity in the representations of Greek art.

Classic. Art does not, then, immediately attain to its ideal.

Thus the manner in which these gross, deformed, bizarre ele-

ments borrowed from nature are modified and perfected

ought especially to excite interest in Greek mythology. With-

out entering into the detail of traditions and myths (which is

not our subject), we would call attention to the chief points in

this progress, as follows : 1. The Oracles. 2. The distinction

between the Old and the New Gods. 3. The overthrow of the

Ancient Divinities.

1. In the oracles the phenomena of nature are no longer

objects of adoration and of worship, as the}' are with the Per-

sians or the Egyptians. Here the gods themselves reveal

their wisdom to man
;
the very names lose their sacred char-

acter. The Oracle of Dodona makes response in this sense.

The signs by which the gods manifest their will are very

simple : the rustling and whispering of sacred oaks, the mur-

mur of fountains, the clang of brazen vessels which the wind

causes to resound. So, also, at Delos rustled the laurel ;
and at

Delphi the wind upon the brazen tripod was a distinct, defini-

tive element. But, beyond such immediate natural sounds,

man himself was an enunciator of the oracle in so far as, out
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of the waking thoughtfulness of the understanding, he was

dazed and frenzied into a naturalism of inspiration or ecstasy.

Thus the Pythias renders oracles. Another characteristic is

that the oracle is obscure and ambiguous. God, it is true, is

considered as possessing a knowledge of the future ;
but the

form under which He reveals it remains vague, indefinite ; the

idea needs to be interpreted, so that man who receives the

response is obliged to explain it, to mingle his reason with it ;

and, if he thus takes part in the delivery of the oracle, he also

assumes a part of the responsibility. In dramatic art, for ex-

ample, man does not yet act entirely on his own account ;
he

consults the gods, and obeys their will
;
but his will is fused

with theirs. A part is performed by his freedom.

2. The distinction between the old and the new divinities

marks still more clearly this progress of moral freedom.

Among the first, which personify the powers of nature,

there is already established a gradation : First, the savage and

subterranean powers, Chaos, Tartarus, Erebus ; then, Uranus,

Gsea, the Giants and Titans ; in a still higher degree, Prome-

theus, the friend of the new gods, the benefactor of man,
afterward punished for this apparent benefit— an inconsequence
which is explained by the fact that, if Prometheus taught men

industry, he created a cause of discord and dissension in not

joining a higher instruction, namely, that of morality, the

science of government, guarantees of property. Such is the

profound meaning of this myth which Plato explains thus in

his Protagoras.
Another class of divinities, equally ancient but already

moral, though they still recall the fatality of physical laws,

are the Eunienides, Dice, the Erinyes. Here we see appear
the ideas of right and ofjustice; but of right that is exclusive,

absolute, narrow, unintelligent, under the form of an impla-
cable vengeance ; or, like the ancient Nemesis, of a power that

brings down all that is elevated
;
establishes equality by level-

ing
— a procedure quite opposed to true justice.

3. Finally, this development of the Classic Ideal is revealed

most clearly in the theogony and the genealogy of the gods ;

in their birth and their succession
; by the abasement of the
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divinities of earlier races
; again, in the hostility which

breaks out between them, in the revolution which has de-

prived them of sovereignty in order to place it in the hands of

new divinities. The distinction is pronounced at the point
where the conflict arises, and this conflict becomes the chief

element of mythology.
This is, indeed, the conflict between Nature and Spirit, and

it is the law of the world. Under the historical form it is the

perfecting of human nature, the successive conquest of the

rights of property, the amelioration of laws, of the political

constitution. In religious representations it is the triumph of

moral divinities over the powers of nature.

This conflict announces itself as the greatest catastrophe in

the history of the world ;
so that it is not the theme of a par-

ticular myth : it is the principal, decisive fact which forms the

center of all this mythology.
The conclusion relative to the history of art, and to the de-

velopment of the ideal, is that art, like mythology, must

reject, as unworthy of it, all that is confused, fantastic, ob-

scure
;

all gross mingling of the natural with the spiritual.

All these creations of an ill-regulated imagination no longer
find their place here

; they must vanish before the light of

spirit. Art purities itself from all that may be styled caprice,

fantasy, symbolic accessory
— from every vague and confused

idea.

At the same time the new gods form an organized and estab-

lished world. This unity is affirmed and perfected still further

in the ulterior developments of plastic art and poetry.

III. Conservation of the Ancient Elements in the New Myth-

ological Representations.

1. The Mysteries.
— 2. Conservation of the Ancient Divinities. — 3. Physical Ele-

ments of the Ancient Gods.

Notwithstanding the victory of the new gods, the ancient

divinities preserve their place in Classic Art. They are ven-

erated in part under their primitive form, in part changed
and modified.
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1. The first forrn under which we find the ancient myths

preserved among the Greeks is that of the Mysteries.

The Greek mysteries possessed no secret, if by this word we

understand that the Greeks did not know what was the basis of

them. The greater part of the Athenians, together with a mul-

titude of foreigners, were initiated into the Eleusinian mysteries :

only they would not reveal what the initiation had taught them.

Now, it does not appear that any very lofty secret was concealed

in the mysteries, nor that their content was much more elevated

than that of the public religion. They preserved the ancient

traditions. The form was symbolic, as was appropriate to the

ancient telluric, astronomic, and Titanic elements. In the sym-

bol, indeed, the meaning remains obscure
;

it contains some-

thing else than what is revealed under the external form. The

mysteries of Ceres and Bacchus have, it is true, a rational

explanation, and hence a profound meaning; but, the form

under which this matter was presented remaining foreign to

it, nothing clear could arise from it. Thus the mysteries ex-

ercised little influence upon the development of art. For

example, it is related of ^Eschvlus that he had revealed de-

signedly the mysteries of Ceres. The impiety was restricted

to having said that Artemis was the daughter of Ceres : and this

does not seem a very profound idea.

2. The worship and the conservation of the ancient gods

appear more clearly in the artistic representations themselves.

Thus Prometheus is first punished and chastised as a Titan ;

but, again, we see him delivered : permanent honors are ren-

dered him. He was venerated in the Academy, with Minerva,

as Vulcan himself. According to Lysimaehides, Vulcan and

Prometheus were distinct
;
the latter was represented as prior

and the more ancient. The two had a common altar upon the

same pedestal. According to the myth, Prometheus was not

long compelled to suffer his punishment, and was delivered

from his chains by Hercules. We have another example in

the Eumenides of ^Eschylus. The discussion between Apollo
and the Eumenides is judged by the Areopagus, presided over

by Minerva— that is to say, by the living spirit of the Athenian

people. The voices are equally divided
;
the white stone of
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Minerva terminates the dispute. The angry Eumenides raise

an outcry ; but Pallas appeases them by according to them
divine honors in the sacred Avood of Colonus.

3. The ancient gods do not merely preserve their place
beside the new

; what imports most, even in the new gods, is

the preserved ancient element which belongs to nature. As it

is very easily conciliated .with the spiritual individuality of the

Classic Ideal, it is reflected in them, and its worship is thus

found to be perpetuated.
The Greek gods, notwithstanding this human form, are not,

then, as has often been said, simple allegories of the elements

of nature. They say truly that Apollo is the god of the sun
;

Diana, the goddess of the moon
; Neptune, the god of the

sea
;
but the separation of the two terms (the physical ele-

ment and its personification), as in the divine government of

the world in the sense of the Bible, cannot apply to Greek

Mythology. Moreover, the Greeks did not deify the objects

of nature; they thought, on the contrary, that nature is not

divine. To deify the existences of nature is the characteristic

of the earlier myths. Thus, in the Egyptian religion, Isis and

Osiris represent the sun and moon. But Plutarch thinks it

would be unworthy to wish to explain them in this way. But

all that in the sun, in the earth, etc., is ill-regulated or in

disorder is, with the Greeks, attributed to physical forces.

The Good— order and regularity
— these are the work of the

gods. The essence of the gods is the spiritual side— reason—
the ).6y,i', the principle of law or of order. With this mode
of viewing the spiritual nature of the gods, the particular ele-

ments of nature are distinguished from the new gods. We
have the habit of associating the sun with Apollo ; the moon
with Diana. But with Homer these divinities are independent
of the stars which they represent.

Still there remains in the new gods an echo of the powers
of nature. We have already seen the principle of this com-

bination of the spiritual with the natural in the Classic Ideal ;

to illustrate which a few examples will here suffice : Neptune

represents the sea, the ocean, of which the waves embrace the

earth
; but his power and his activity extend still further. It



Classic Art. 61

was he who built the walls of Ilium ;
he was a tutelary divin-

ity of Athens. Apollo, the new god, is the light of science,

the god who renders oracles
;
he preserves, nevertheless, an

analogy with the sun and with physical light. It is disputed

whether Apollo ought or ought not to signify the sun. He is

at once both the sun and not the sun, for he is not limited to

this merely material significance, but has come to have a mean-

ing which is truly spiritual. There is a real and profound

analogy between intellectual light and the light which renders

bodies visible. Thus, in Apollo as god of intelligence, we find

also an allusion to the light of the sun. Similarly his deadly
arrows have a symbolic relation to the rays of that luminary.

Hence, in external representation, there must be a clear indi-

cation of the outer attributes which show in which sense the

divinity is to be taken.

In the history of the birth of the new gods we recognize the

natural element which the gods of the Classic Ideal preserve.

Thus, in Jupiter, there are characteristics which indicate the

sun ;
the twelve Labors of Hercules have a relation to the sun

and to the months of the year. By her numerous breasts the

Diana of Ephesus expresses fecundity. On the contrary, in

Artemis the huntress, who slays ferocious beasts, with her

beautiful human form— that of a young girl
— the physical side

is concealed; though the crescent, together with the arrows,

still recalls the moon. It is the same with Venus Aphrodite ;

the further we ascend toward her origin in Asia, the more she

is a power of nature. When she arrives in Greece, properly

speaking, there appears the side more spiritual and more in-

dividual, of the beauty of the body, of grace, of love, which is

added to the physical and sensuous side. The muses origin-

ally represented the murmur of fountains. Jupiter himself is

first adored as thunder, though in Homer the lightning flash is

already a sign of his will
;

it is an omen, a connection with

intelligence. Juno also presents a reflex of nature
;
she re-

calls the celestial vault, and the atmosphere in which the gods
move.

Similarly with the forms of the animal kingdom. Hereto-

fore degraded, they resume a positive place. But the sym-
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bolic sense is lost ;
the animal form has no right to mingle with

the human form — a monstrous mixture which art rejects. It

presents itself then as a simple attribute or indicative sign : the

Eagle near Jupiter, the Peacock by the side of Juno ;
Doves

accompany Venus ;
the dog Anubis becomes the guardian of

the lower world. If, then, there is still something symbolic

contained in the ideal of the Greek gods, the primitive sense

is no longer apparent ;
the physical side, heretofore the essen-

tial, no longer remains, except as a vestige or external pecul-

iarity. Further, the essence of these divinities being human

nature, the purely external side appears no longer, except as a

thing accidental— a human passion or foible. Such are the

amours of Jupiter, which primarily related to the generative

force of nature, and which, having lost their symbolic mean-

ing, assume the character of licentious stories, which the poets

have invented at will.

This realization of the gods as moral persons conducts us to

the Ideal of Classic Art, properly speaking.



CHAPTER II.

OF THE IDEAL OF CLASSIC ART.

/. The Classic Ideal.

1. The Ideal as free Creation of the Imagination of the Artist.— 2. The new Gods
of Classic Art.— 3. External Character of the Representation.

1. As the Ideal of Classic Art comes to be realized only by
the transformation of preceding elements, the first point to

develop consists in making manifest that it is truly sprung
from the creative activity of the spirit ;

that it has found its

origin in the inmost and most personal thought of the poet
and of the artist.

This seems contradicted by the fact that Greek mythology
rests upon ancient traditions, and is related to the religious

doctrines of the peoples of the Orient. If we admit all these

foreign elements— Asiatic, Pelasgic, Dodonian, Indian, Egyp-
tian. Orphic— how can we say that Hesiod and Homer gave
to the Greek gods their names and their form? But these

two things
— tradition and poetic invention— may be very

easily reconciled. Tradition furnishes the materials, but it

does not bring with it the precise idea and the form which

each god is to represent. This idea these great poets drew

from their own genius, and they also discovered the actual

forms appropriate to it. Thus were they the creators of the

mythology which we admire in Greek art. The Greek gods
are for this reason neither a poetic invention nor an artificial

creation. They have their root in the spirit and the beliefs of

the Greek people— in the very foundation of the national re-

ligion ;
these are the absolute forces and powers, whatever is

most elevated in the Greek imagination, inspired in the poet

by the muse herself.
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With this faculty of free creation, the artist, we have already

seen, takes a position altogether different from that which he

had in the Orient. The Indian poets and sages have, also, for

their point of departure the. primitive data, consisting of the

elements of nature— the sky, animals, the rivers— or the

abstract conception of Brahma ; but their inspiration is

the annihilation of personality. Their spirit loses itself in

wishing to represent ideas so foreign to their inner nature,

while the imagination, in the absence of rule and of measure,

incapable of directing itself, allows itself to wander in the

midst of conceptions which have neither the character of free-

dom nor that of beauty. It is like an architect obliged to ac-

commodate himself to an unequal soil, upon which rise old

debris, walls half destroyed, hillocks and rocks
; forced, be-

sides, to subordinate his plans to particular ends. He can

erect only irregular structures which must be destitute of har-

mony, and of which the aspect must be wholly irrational and

fantastic. Such is not the work of a free imagination, creating

according to its own inspirations.

In Classic Art the artists and poets are also prophets and

teachers
; but their inspiration is personal.

a. At first that which constitutes the essence of their gods
is neither a nature foreign to spirit, nor the conception of a

single god who admits of no sensuous representation and re-

mains invisible. They borrow their ideas from the human

spirit, from the human heart, from human life. Thus man

recognizes himself in these creations
;
for what he produces

outwardly is the most beautiful manifestation of himself.

b. They are on this account only the more truly poets.

They fashion at their will the matter and the idea so as to

draw from them figures free and original. All these hetero-

geneous or foreign elements they cast into the crucible of their

imagination ;
but they do not form therein a bizarre mixture

which suggests the cauldron of the magician. Everything
that is confused, material, impure, gross, disordered, is con-

sumed in the flame of their genius. Whence springs a pure
and beautiful creation wherein the materials of which it has

been formed are scarcely perceptible. In this respect their
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task consists in despoiling tradition of everything gross, sym-

bolic, ugly, and deformed, and afterward bringing to light the

precise idea which they wish to individualize and to represent

under an appropriate form. This form is the human form,

and it is uot employed here as a simple personification of the

acts and accidents of life ; it appears as the sole reality which

corresponds to the idea. True, the artist also finds his images
in the real world

; but he must remove whatever of accidental

or inappropriate they present before they can express the

spiritual element of human nature, which, siezed in its essence,

should represent the everlasting misht of the gods. Such is

the free, though not arbitrary, manner in which the artist

proceeds in the production of his works.

c. As the gods take an active part in human affairs, the task

of the poet consists in acknowledging therein their presence and

their activity, as well as in signalizing whatever is remarkable

in natural events, in human deeds, and in fate— in all which

the divine powers appear to be involved. Thus the poet ful-

fills in part the role of priest, as well as that of prophet. We
moderns, with our prosaic reason, explain physical phenomena

by universal laws and forces ; human actions, by personal
wills. The Greek poets, on the contrary, saw, above all these

phenomena, their divine author. In representing human acts

as divine acts, they showed the diverse aspects under which

the gods reveal their power. Thus a great number of these

divine manifestations are only human acts, when such or such

divinity intervenes. If we open the poems of Homer, we find

there scarcely any important event which may not be explained

by the will or the direct influence of the gods. Such inter-

pretations belong to the mode of seeing, to the faith born in

the imagination of the poet. Thus. Homer often expresses
them in his own name, and places them only in part in the

mouth of his personages, whether priests or heroes. Thus,

at the beginning of the Iliad, he has explained the pestilence

by the wrath of Apollo ;
further on he will cause it to be pre-

dicted by Calchas. It is the same with the recital of the story
of the death of Achilles, in the last canto of the Odvssev.

The shades of the lovers, conducted by Hermes to the mead-
5
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ows whore blooms the asphodel, there encounter Achilles and

other heroes who have battled on the Trojan plain. Aga-
memnon himself relates to them the death ot" the young hero :

" The Greeks had fought all day ; when Jupiter had separated
the two armies, they bore the noble body upon vessels and

embalmed it, shedding tears. Then they heard coining from

the sea a divine sound, and the Achaians, alarmed, would have

rushed to their ships had not an old man, in whom years had

ripened experience, arrested them." He explained to them

the phenomenon, by saying: "It is the mother of the hero

who comes from the depth of the ocean, with the immortal

goddesses of the sea, to receive the body of her son." At
these words fear abandoned the sage Achaians. From that

moment, indeed, there was no longer anything in it strange
to them. Something human, a mother, the sorrowful mother

of the hero, came before them
; Achilles is her son, she min-

gles her moans with theirs. Afterward Agamemnon, turning

to Achilles, continues to describe the general grief: "About
thee gathered the daughters of old ocean, uttering cries of

grief. They spread over thee vestments perfumed with am-

brosia. The muses also, the nine sisters, caused to he heard,

each in her turn, a beautiful song of mourning; and there was

not then an Argive there who could restrain his tears, so

greatly had the song of the muses melted all hearts."

2. Still, of what nature are the creations which classic art

produces in following such a method? What are the charac-

teristics of the new gods of Greek art?

a. The most general idea that we should form of them is

that of a concentrated individuality, which, freed from the

multiplicity of accidents, actions, and particular circumstances

of human life, is collected upon itself at the focus of its sim-

ple unity. Indeed, what we must first remark is their spirit-

ual and, at the same time, immutable and substantial individ-

uality. Far removed'from the world of change and illusion,

where want and misery reign, far from the agitation and

trouble which attach to the pursuit of human interests, retired

within themselves, they rest upon their own universality as

upon an everlasting foundation where they find repose and
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felicity. By this alone the gods appear as imperishable pow-

ers, of which the changeless majesty rises above particular

existence. Disengaged from all contact with whatever is for-

eign or external, they manifest themselves uniquely in their

immutable and absolute independence.

Yet, above all, these are not simple abstractions— mere spir-

itual generalities
—

the}' are genuine individuals. With this

claim each appears as an ideal which possesses ih itself reality,

life
;

it has, like spirit, a clearly-defined nature, a character.

Without character there can be no true individuality. In this

respect, as we have seen above, the spiritual gods contain, as

integrant part of themselves, a definite physical power, with

which is established an equally definite moral principle, which

assigns to each divinity a limited circle in which his outward

activity must be displayed. The attributes, the specific quali-

ties which result therefrom, constitute the distinctive character

of each divinity.

Still, in the ideal proper, this definite character must not be

limited to the point of exclusive being ;
it must maintain itself

in a just medium, and must return to universality, which is the

essence of the divine nature. Thus each god, in so far as he

is at once a particular individuality and a general existence, is

also, at the same time, both part and whole. He floats in a just

medium between pure generality and simple particularity.

This is what gives to the true ideal of Classic Art its security
and infinite calm, together with a freedom relieved from every
obstacle.

b. But, as constituting beauty in Classic Art, the special

character of the gods is not purely spiritual : it is disclosed so

much the more under an external and corporeal form which

addresses itself to the eyes as well as to the spirit. This, we
have seen, no longer admits the symbolic element, and should

not even pretend to (affecter) the Sublime. Classic beauty
causes spiritual individuality to enter into the bosom of sensu-

ous reality. It is born of a harmonious fusion of the outward

form with the inward principle which animates it. Whence,
for this very reason, the physical form, as well as the spiritual

principle, must appear enfranchised from all the accidents
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which belong to outer existence, from all dependence upon
nature, from the miseries inseparable from the finite and

transitory world. It must be so purified and ennobled that,

between the qualities appropriate to the particular character of

the god and the general forms of the human bod}
7

,
there shall

be manifest a free accord, a perfect harmony. Every mark of

weakness and of dependence has disappeared ;
all arbitrary

particularity which could mar it is canceled or effaced. In its

unblemished purity it corresponds to the spiritual principle of

which it should be the incarnation.

c. Notwithstanding their particular character the gods pre-

serve also their universal and absolute character. Independ-
ence must be revealed, in their representation, under the

appearance of calmness and of a changeless serenity. Thus

we see, in the figures of the gods, that nobility and that ele-

vation which announces in them that, though clothed in a nat-

ural and sensuous form, they have nothing in common with

the necessities of finite existence. Absolute existence, if it

were pure, freed from all particularity, would conduct to the

sublime
; but, in the classic ideal, spirit realizes and manifests

itself under a sensuous form, which is its perfect image, and

whatever of sublimity it has is shown to be grounded in its

beauty, and as having passed wholly into itself. This is what

renders necessary, for the representation of the gods, the

classic expression of grandeur and of beautiful sublimity.

In their beauty the}
r

appear, then, elevated above their own

corporeal existence
;
but there is manifest a disagreement be-

tween the happy grandeur which resides in their spirituality

and their beauty, which is external and corporeal. Spirit ap-

pears to be entirely absorbed in the sensuous form, and yet at

the same time, aside from this, to be merged (plongc) in itself

alone
;

it is, as it were, the moving presence of a deathless

god in the midst of mortal men.

Thus, although this contradiction does not appear as a mani-

fest opposition, the harmonious totality conceals in its indi-

visible unity a principle of destruction which is found there

already expressed. This is that sigh of sadness in the midst

of grandeur which men full of sagacity have felt in the pres-
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ence of the images of the ancient gods, notwithstanding their

perfect beauty and the charm shed around them. In their

calmness and their serenity they cannot permit themselves to

indulge in pleasure, in enjoyment, nor in what we especially

term satisfaction. The eternal calm must not even extend so

far as to admit of a smile nor the pleasing contentment with it-

self. Satisfaction, properly speaking, is the sentiment which is

born of the perfect accord of our soul with its present
situation. Napoleon, for example, never expressed his satis-

faction more profoundly than when he had attained to some-

thing with which all the world was dissatisfied : for true

satisfaction is nothing else than the inner approbation which

the individual gives himself, because of his own acts and per-
sonal efforts. Its last degree is that common-place feeling

(bourgeois sentiment, Pliilisterempjindung) of contentment

which every man can experience. Now, this sentiment and

this expression cannot be granted to the immortal gods of

Classic Art.

It is this character of universality in the Greek gods which

people have intended to indicate by characterizing them as

cold. Nevertheless, these figures are cold only in relation to

the vivacity of modern sentiment ; in themselves thev have

warmth and life. The divine peace which is reflected in the

corporeal fo*rm comes from the fact that the}
7 are separated

from the finite
;

it is born of their indifference to all that is

mortal and transitory. It is an adieu without sadness and

without effort, but an adieu to the earth and to this perishable
world. In these divine existences the greater the degree in

which seriousness and freedom are outwardly manifested, the

more distinctly are we made to feel the contrast between their

grandeur and their corporeal form. These happy divinities

deprecate at once both their felicity and their physical exist-

ence. We read in their lineaments the destiny which weighs

upon their heads, and which, in the measure that its power
increases (causing this contradiction between moral grandeur
and sensuous reality to become more and more pronounced),
draws Classic Art on to its ruin.

3. If we ask what is the outer mode of manifestation suit-

able to Classic Art, it needs only to repeat what has already
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been said : In the Classic ideal, properly speaking, the spiritual

individuality of the gods is represented, not in situations where

they enter into relation one with another, and which might
occasion strifes and conflicts, but in their eternal repose, in

their independence, freed as they are from all species of pain
and suffering

— in a word, in their divine calmness and peace.
Their determinate character is not developed so as to excite

in them very lively sentiments and violent passions, or to force

them to pursue particular interests. Freed from all collision,

they are delivered from all embarrassment, exempt from all care.

This perfect calm (wherein appears nothing void, cold, inani-

mate, but which is full of life and sensibility), although unalter-

able, is for the gods of Classic Art the most appropriate form

of representation. If, then, they take part in the attainment

of particular ends, the acts in which they engage must not be

of a nature to engender collisions. Free from offense on their

own part, their felicity must not be troubled by these conflicts.

Among the arts it is, therefore, Scutyture which more than the

others represents the Classic ideal with that absolute inde-

pendence wherein the divine nature preserves its universality

united with the particular character. It is, above all, Ancient

Sculpture, of a severer taste, which is strongly attached to this

ideal side. Later it was allowed to be applied to the repre-

sentation of situations and characters of a dramatic vitality.

Poetry, which causes the gods to act, draws them into strife

and conflicts. Otherwise, the calm of the plastic, when it re-

mains in its true domain, is alone capable of expressing the

contrast between the greatness of spirit and its finite exist-

ence with that seriousness of sadness to which we have

already referred.

77. The Circle of the Gods.

1. Plurality of Gods— 2. Absence of Systematic Unity.
— 3. Fundamental Char-

acter of the Circle of Divinities.

1. Plurality of gods, or Pantheism, is absolutely essential

to the principle of Classic Art. In this plurality the divine

world forms a special circle of divinities, of which each is in
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itself a genuine individual, and in nowise an allegorical being.

Each god, though possessing a special characteristic, is a com-

plete totality which combines in himself the distinctive quali-

ties of the other divinities. By this means the Greek gods

possess a genuine wealth of character. They are neither par-

ticular existences nor abstract generalities. They are the one

and the other ; and, with them, the one is the consequence of

the other.

2. Because of this species of individuality, Greek polytheism

could not constitute a very real totality, a systematic whole.

The Greek Olympus is composed of a multitude of distinct

gods, but which do not form a constituted hierarchy. The

orders here are not rigorously fixed. Whence the freedom,

the serenity, the independence of these personages.

Without this apparent contradiction these divinities would

be embarrassed the one by the other— checked in their devel-

opment and their power. Instead of being real personages,

they would be only allegorical beings, personified abstractions.

3. If we consider more closely the circle of the principal

Greek divinities according to their fundamental and simple

character, such as sculpture especially represents it, we do

indeed find essential differences ; but in particular points these

differences are canceled. The rigor of distinctions is tempered

by an inconsequence which is the condition of beauty and of

individuality. Thus, Jupiter possesses the sovereignty over

gods and men, but without on this account placing in jeopardy
the free independence of the other gods. He is the supreme

god ; nevertheless, his power does not absorb theirs. He has

relation with the sky, with lightning and thunder, with the

principle of life in nature
;
in a special maimer, with the power

of the State, order established by law. He represents, also,

the superiority of knowledge and of spirit. His brothers rule

over the sea and over the subterranean world. Apollo appears
as the god of science, the preceptor of the muses. Artifice

and eloquence, ability in negotiations, etc., are the attributes

of Hermes, who is charged, also, with conducting souls to the

lower world. Military force is the characteristic of Mars.

Vulcan is skilled in mechanic arts. Poetic inspiration, the
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exhilarating virtue of wine, scenic games, are attributed to

Bacchus. Divinities of the other sex run through a similar

circle of ideas. In Juno the conjugal tie is the chief charac-

teristic. Ceres teaches and propagates agriculture ,
but also

the spiritual element of property, of marriage, and of civil

rights, with which civilization and moral order begin. Minerva

is moderation, prudence, and wisdom
;
she presides over leg-

islation. The warrior virgin, full of wisdom and reason, is

the divine personification of the Athenian genius ;
the free,

original, and profound spirit of the city of Athens. Diana, on

the contrary, completely distinguished from the Diana of

POphesus, has, as her essential characteristic, the shy in-

dependence of virginal chastity. She loves the chase, and she

is in general the maiden, not of a discreet and silent sensi-

bility, but of a serious character, who possesses a lofty soul

and lofty thoughts. Venus Aphrodite, with charming Cupid—
who, after having been the ancient Titanic Eros, is become a

child— represent the mutual attraction of the two sexes, and

the passion of love.

Such are the principal ideas which constitute the basis of the

spiritual and moral divinities. As regards their sensuous rep-

resentation, we may still indicate sculpture as the art capable

of expressing this particular side of the gods. Indeed,

if it expresses individuality by what is most original in it, for

the same reason it passes beyond the austere grandeur of the

earlier statues, and combines and concentrates a multiplicity

and wealth of individual qualities in that unity of the person

which wo call character. It renders this last in all its clear-

ness and simplicity ; it fixes in the statues of the gods their

most perfect expression. In one respect sculpture is more

ideal than poetry; but, on the other hand, it individualizes

the character of the gods under the wholly particular human

form. Thus it accomplishes the anthropomorphism of the

Classic Ideal. As being this perfect representation of the

classic ideal in an outward form, adequate to its idea, the

images of Greek sculpture are ideal figures in the highest

degree. They are eternal and absolute models, the central

point of ('lassie Beauty. And their type must remain the basis
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of all other productions of Greek art, where personages enter

into movement and manifest themselves in particular acts and

circumstances.

III. Of the Individuality Appropriate to each of the Gods.

1. Materials for this Individualization.— 2. Preservation of the Moral Character.—
3. Predominance of Harmony and of Grace.

In order to represent the gods in their true individuality it

does not suffice to distinguish them by certain special attri-

butes. Besides, Classic Art does not restrict itself to repre-

senting these personages as immobile and concentrated within

themselves: it also shows them in movement and in action.

The character of the gods is then particularized, and presents

special traits which compose the physiognomy appropriate to

each god. This is the accidental, historic, positive side, which

figures in mythology and also in art as an element which is

accessory, indeed, but which is also necessary.

1. These materials are furnished by history or by fable.

They are the antecedents, the local peculiarities, which give to

the gods their living individuality and originality. Sonic are

borrowed from symbolic religions which preserve a trace in

the new creations
;
the symbolic element is absorbed in the

new myth. Others are taken from the national origin which

attaches to heroic times and to foreign traditions. Still others,

finally, proceed from local circumstances relating to the propa-

gation of myths, to their formation, to the usages and ceremo-

nies of worship, etc. All these materials fashioned by art give
to the Greek gods the appearance, the interest, and the charm

of living humanity. But this traditional side, which originally

had a symbolic meaning, has lost it little by little
;

it was des-

tined only to complete the individuality of the gods : to give
them a more human and more sensuous form : to add, by these

details, often little worthy of divine majesty, the side of the

arbitrary and the accidental. Sculpture, which represents the

pure ideal, must, without excluding it altogether, permit its

appearance only in the least possible .degree ;
it represents it
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as accessory, in the coiffure, the arms, the ornaments, the

external attributes.

2. Another source for the more precise determination of the

character of the gods is their intervention in the actions and

circumstances of human life. Here the imagination of the poet,

as an inexhaustible source, pours forth in a multitude of par-

ticular stories, giving account of the characteristics and actions

attributed to the gods. The problem of art consists in combin-

ing in a natural and lively manner the action of divine per-

sonages with human actions, so that the gods appear to be the

general cause of what men themselves do and accomplish.

The gods are thus the inner principles which reside in the

depth of the human soul
; they constitute its own passions, so

far as these are elevated, and also its personal thought ;
or it

is the necessity of the situation, the force of circumstances,

of which man suffers the fatal action. This it is which enters

into all the situations where Homer causes the gods to inter-

vene, as well as into the method by which they influence events.

3. But upon this side the gods of Classic Art abandon more

and more the silent serenity of the ideal in order to descend

into the multiplicity of individual situations and actions, and

into the conflict of human passions. Classic Art thus finds

itself drawn on to the last degree of individualization ; it falls

into the agreeable and the graceful. The divine is absorbed

into the finite, which addresses itself exclusively to the sensi-

bilities, which are again found there and satisfied at random

in the images fashioned by art. The seriousness of the divine

character gives place to grace, which, instead of impressing man

with a holy reverence and elevating him above his individuality,

leaves him a tranquil spectator, and pretends to no other aim

than that of pleasing him.

This tendency of art to be absorbed in the externality of

things, to cause the particular finite element to prevail, marks

the point of transition which leads to a new form of art
; for,

once the field opens to a multiplicity of finite forms, these

place themselves in opposition to the idea, its generality, and

its truth. Then begins to appear the distaste of reason for

these representations which no longer correspond to their eter-

nal object.



CHAPTER III.

DESTRUCTION* OF CLASSIC ART.

/. Destiny.

Independently of the outward causes which have occasioned

the decadence of art and precipitated its fall, many internal

causes, taken in the very nature of the Greek ideal, render

this fall inevitable. At first the Greek gods, as we have seen,

bear in themselves the germs of destruction, and the imperfec-

tion which they conceal is unveiled by the representations of

Classic Art itself. The plurality of gods and their diversity

make them already accidental existences
;

this multiplicity

cannot satisfy the reason. Thought dissolves them and makes

them enter again into a single divinity. Besides, the gods do

not remain in their eternal repose ; they enter into action— par-

ticipate in the interests and passions, and mingle in the collis-

ions, of human life. This multitude of relations, whereby they

engage as actors in this drama, destroys the divine majesty,

contradicts their grandeur, their dignity, their beauty. In the

genuine ideal itself, that of sculpture, we remark something

inanimate, insensible, cold, a serious air of silent sadness,

which indicates that something higher weighs upon their heads ;

necessity, destiny, supreme unity, blind divinity, immutable

fatality, to which are subjected both gods and men.

II. Destniction of the Gods through their Anthropomorphism .

1. Absence of True Personality.
— 2. Transition from Classic Art to Christian

Art.— 3. Destruction of Classic Art in its own Domain.

I. But the chief cause is that, absolute necessity not forming
an integrant part of their personality and being foreign to them,
the particular, individual side is no longer held to its depend-

ence, but develops more and more without rule and without
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measure. They permit themselves to be drawn into the

external accidents of human life, and fall into all the imper-
fections of anthropomorphism . Whence the ruin of these beau-

tiful divinities of art is inevitable. Moral consciousness turns

away from them and reprobates them. The gods, it is true,

arc moral persons, but under the human and corporeal form.

Now, true morality appears only with consciousness, and under

a purely spiritual form. The point of view for beauty is

neither that of religion nor that of morals. Infinite, invisible

spirituality ; this is the divine for the religious conscious-

ness. For the moral consciousness the good is an idea, a

conception, a duty which commands the sacrifice of the senses.

It is in vain, then, to be enraptured with Greek art and beauty,
to admire those tine divinities

; the soul does not wholly

recognize itself in the object of its contemplation or of its

worship. What it conceives as the true ideal is a spiritual,

infinite, absolute, personal God, endowed with moral qualities,

with justice, with goodness, etc. This is that of which the

gods of Greek polytheism, notwithstanding their beauty, fail

to furnish us the image.
2. As to the transition from Greek mythology to a new

religion and a new art, it can no longer be effected in the

domain of the imagination. At the origin of Greek art the

transition appears under the form of a conflict between the old

and the new gods, in the very realm of art and of imagination.
Here it is upon the more serious ground of liistory that this

revolution is accomplished. The new idea does not appear as

a revelation of art, nor under the form of the myth or the fable
;

but in history itself, by the course of events, by the appear-

ance of God Himself upon the earth, where He is born, dies, and

is resuscitated. This is a source of ideas which art has not

invented, and which it finds outside itself. The gods of Classic

Art have existence only in the imagination ; they are visible

only in stone and in wood
; they have never been at once both

flesh and spirit. This real existence of God in flesh and in

spirit Christianity has for the first time exhibited in the life and

acts of a God present among men. This transition, then, could

not be accomplished in the domain of art, because the God of
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revealed . religion is the real and living God. Compared with

Him, His competitors (adversaires) were only imaginary beings,

which could not seriously be placed in opposition to him upon
the plain of history. The opposition and the conflict could

not then offer the character of a serious strife and be repre-

sented as such either by art or by poetry. Hence, whenever it

has been attempted among the moderns to make of this subject

a poetic theme, it has always been done in a frivolous and

impious manner, as in the War of the Gods, by Parny.
On the other hand, it is vain to regret, as has often been done

in prose and in verse, the Greek ideal and Pagan mythology
as being more favorable to art and to poetry than the Christian

faith, to which a higher moral truth is accorded, but which is

regarded as inferior from the point of view of art and of the

beautiful.

Christianity has its art and its poetry in itselt : its ideal

differs essentially from the Greek ideal and Greek art. Here

every parallel is superficial. Polytheism is anthropomorphism.
The gods of Greece are beautiful divinities under the human
form. So soon as the reason comprehended God as spirit and

as infinite being, with this conception there appeared other

ideas, other sentiments, other exigencies, which ancient art is

incapable of satisfying, to which it could not attain, and which,

therefore, called forth a new art, a new poetry. Hence regrets
are superfluous and comparison has no meaning ;

it is nothing
more than a mere text for declamation. The serious objections
which it has been possible to urge against Christianity are its

tendencies to mysticism, to asceticism. These are, indeed,

contrary to art, but they are, also, only exaggerations of the

Christian principle. But the thought which constitutes the

basis of Christianity, the true Christian sentiment, far from

being contrary to art, is especially favorable to it. AVhence

has sprung up a new art, inferior, it is true, on certain sides,

to antique art— for example, in sculpture : but which is superior
to it on other sides, by all the loftiness of its idea as compared
with the Pagan idea.

3. The causes which, in its own domain, have induced this

delay may be recognized at a glance in the situations of antique
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society, which announce both the ruin of art and that of

religion. We recognize the vices of that social order where

the State was all, the individual nothing for himself. This

was the radical vice of Greek society. In this identification

of man and the State the rights of the individual are unknown.

Whence he seeks to open up a distinct and independent way,

separates himself from the public interest, pursues his own ends,

and, finally, works for the overthrow of the State. Whence
the egotism which little by little undermines this society, and

whence, too, the ever-growing excesses of the demagogue.

Again, there arises in the more exalted souls the necessity of

a higher freedom in a State organized upon the basis of justice

and right. At length man retreats within himself, and, aban-

doning the written law, relio-ious and civil, takes his own con-

science for the rule of his conduct. Socrates marks the

advent of this idea. At Rome, in the last years of the Repub-
lic, among the energetic souls, is revealed this antagonism

and this disintegration of society. Fine characters offer us

the spectacle of private virtues by the side of the enfecblement

and corruption of public customs.

Thus the new principle rises with energy against a world

which contradicts it, and undertakes the task of exhibiting it

in all its corruption. A new form of art is developed, wherein

the conflict is no longer that of the reason in opposition to

reality ;
it is a living picture of society, which, by its excesses,

destroys itself with its own. hands. Such is the comic in the

form in which it was treated by Aristophanes among the

Greeks, in applying it to the essential interests of the society

of his time, without anger, indeed, and with a pleasantry full

of gayety and of serenity.

III. /Satire.

1. Difference between the Destruction of (.'lassie Art and that of Symbolic Art.—
2. Satire.— 3. The Roman World as a World of Satire.

But this solution, which still admits the possibility of art,

we see diappear in the same measure that opposition, pro-
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longing itself as such, introduces, instead of poetic harmony,
a prosaic relation to the two sides. Whence the classic form

of art is destroyed, the ruin of its gods is consummated ; the

world of the beautiful is ended in history. "What is the form

of art which, in this transition to a more elevated form, can

still find a place and hasten the advent?

1. We have seen symbolic art terminate, also, by the sepa-

ration of the form from the idea, in a multitude of particular

classes, viz., Comparison, Fable, Enigma, etc. Now, if it is

true that a similar separation constitutes, from our present

point of view, the principle of the destruction of the ideal, we

must ask, What is the difference between this mode of transi-

tion and the preceding?
*

a. In the symbolic phase of art, and in that phase which

consists in comparison, form and idea are, notwithstanding
their affinity, naturally foreign the one to the other. The two

principles are in accord, although it is precisely their relations

and resemblances which are the basis of their combination or

of their comparison. But, since they remain thus separated
and foreign at the very center of their union, there cannot be

said to be hostility between them when they come to be sepa-

rated. The tie being feeble, they do not suffer when it is

broken. The ideal of Classic Art. on the contrary, has its

principle in the perfect identification of idea and form, of

spiritual individuality with the corporeal form. AVhence, if

the two elements which present us so complete a unity are

separated, this takes place only because they can no longer
be mutually supported : they must renounce this intimate

harmony only to pass to an absolute incompatibility, to an

irreconcilable enmity.
2. As the character of the relation has changed, so also has

that of the elements. In symbolic art there are ideas more
or less abstract, general thoughts symbolically represented.

Now, in the form which prevailed at this epoch of transition from

Classic to Romantic Art, the basis is, indeed, also composed
of abstract thought, similar sentiments, rational principles ;

but it is not those abstract verities in themselves ; it is their

realization in the individual consciousness, in the personal and
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free reason of man, which constitutes one of the terms of op-

position. What essentially characterizes this epoch of transi-

tion is the manifestation of spirit as penetrated with the senti-

ment of its freedom and of its independence. It endeavors to

represent the efforts which the spirit makes to prevail over an

old form, and, in general, over a world no longer suited to it.

At the same time, man strips himself of sensuous rcalit}
r

,
re-

tires within himself; he seeks inner satisfaction, peace, happi-

ness. But, in isolating himself from society, he condemns

himself to an abstract existence, and cannot enjoy the pleni-

tude of his being. Before him is a world which appears to

him to be evil and corrupt. In this way art assumes a serious

and reflective character. Intrenched in its intolerant wT

isdom,

strong and confident in the verity of its principles, it places

itself in violent opposition to the corruption of the time. Now,
the knot of this drama presents a prosiac character. An ele-

vated spirit, :i soul penetrated with the sentiment of virtue
;

in view of a world which, far from realizing its ideal, offers it

onlv the spectacle of vice and of folly ;
rises against it with

indignation, rails at it with jest, overwhelms it with the arrows

of its scathing irony. The form of art which undertakes to

represent this strife is the satire. With the ordinary theories

one is greatly perplexed to know in what class it should be

placed; it has nothing in common with the epic poems; it

does not belong to lyric poetry ;
nor is it any the more a

poetry inspired by the inward pleasure which accompanies the

sentiment of free beauty and extends itself beyond. In its

grim humor it restricts itself to characterizing with energy

the discord which resounds between the real world and tli£

principles of abstract morality. It produces neither true

poetry nor a genuine work of art. Thus the satirical form

cannot be regarded as a special class of poetry ; but, considered

in a general manner, it is this form of transition which termi-

nates classic art.

3. Its true domain is not Greece, which is the native land of

beauty. Such as we have described it, satire is a gift belong-

ing especially to the Romans.
.

The spirit of the Roman world

is the reign of abstract law, the destruction of beauty, the ab-
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sence of serenity in customs, the ebbing of domestic and

natural affections— in general, the sacrifice of individuality,

which devotes itself to the State, and finds its passive dignity,

its rational satisfaction, in obedience to law. The principle of

this political virtue, in its cold and austere severity, on the

outer side, brought all national individualities into subjection ;

while, within, formal Right was developed with the same rigor

and the same exactitude, even to the point of attaining to its

perfection. But this principle was contrary to true art
;
so that

we cannot find at Rome any art which presents a character of

freedom and of grandeur. The Romans accepted and learned

from the Greeks both sculpture and painting, together with

<?pic, lyric, and dramatic poetry. It is to be remarked that

what may be deemed unworthy among the Romans are the

comic farces, the Fescennines, and the Atellanes. On the con-

trary, the comedies wrought with art, those of Plautus and of

Terence, are of Greek origin. Ennius drew already from

Oreek sources, and prbsaized the mythology. The Romans
were able to claim, as properly belonging to them, only the

forms of art which, in their principle, are prosaic
— for ex-

ample, the didactic poem, when its object is the enforcement

of morality, and when it gives to its general reflections the

purely external ornaments of measure, images, comparisons,
and of a fine diction and elegant rhetoric. But Satire must

be placed before every other. The disgust which the spectacle

of the world inspires in virtue— such is the sentiment which

seeks to express itself, often in declamations hollow enough.
This form of art, prosaic in itself, can become poetic only

when it places before our eyes the image of a corrupt society

which destroys itself with its own hand. It is thus that Hor-

ace, who, as a lyric poet, exercised himself in the Greek

form and according to the Greek method, traces for us in the

Epistles and Satires, where he is most original, a living por-

trait of the customs of his time, and of all the follies which

were before his eyes. We find there a model of fine pleas-

antry and of good taste, but not in the same degree the

genuine poetic gayety which contents itself with rendering
ridiculous that which is evil. With others, on the contrary,

6
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the satire is only a parallel, a contrast between vice and virtue.

Here discontent, anger, and hatred break forth outwardly, un-

der forms which moral wisdom borrows from eloquence. The

indignation of a noble soul rises against corruption and ser-

vility. By the side of the vices of the day it traces the image
of the ancient customs, of ancient liberty, of the virtues of

another age, with no hope of seeing them revive, sometimes

without genuine conviction. To the feebleness and mobility
of character, to the miseries, to the dangers, to the oppro-
brium of the present, it can only oppose the stoical indiffer-

ence and imperturbable firmness of the sage. This discontent

gives to history, also, such as the Romans have written it, and

to their philosophy as well, a similar tone. Sallust rises

against the corruption of manners to which he himself was not a

stranger. Titus Livius, with his elegance of rhetoric, seeks

consolation for the present in the description of ancient days.
But it is, above all, Tacitus who, with a pathos full of dignity
and depth, unveils all the perversity of his time in a picture

of striking truth.

Later, finally, we seethe Greek Lucian, with a lighter spirit

and a gayer mood, attack heroes, philosophers, and gods
alike, mocking especially at the ancient divinities because of

their anthropomorphism. But often, when recounting the ac-

tion of the gods, he falls into verbosity and becomes tedious,

especially for us who are entirely convinced against the religion

which he wishes to destroy. On the other hand, we know that

from the point of view of beauty, notwithstanding his pleas-

antries and his sarcasms, the fables which he turns into ridi-

cule preserve their eternal value.

But art could not rest in this disagreement between human
consciousness and the real world without departing from its

native principle. The spirit must be conceived as the infinite

in itself, the Absolute. Now, although it does permit finite

reality to subsist in opposition to it as true and independent,
it cannot remain in hostility to it. The opposition must give

place to a new conciliation, and to the classic ideal must suc-

ceed another form of art, of which the characteristic is Infinite

Subjectivity, or personality.



PART III.

OF THE ROMANTIC FORM OF ART.

Introduction— Of the Romantic in General.

1. Principle of inner Subjectivity.
— 2. Of the Ideas and Forms which constitute

the Basis of Romantic Art— 3. Of its Special Mode of Representation.

As in the preceding parts of our investigation, so now in

Romantic Art, the form is determined by the inner idea of the

content or substance which thfs art is called upon to repre-
sent. We must, therefore, in the next place, attempt to make
clear the characteristic principle of the new content which, in

tins new epoch of the development of human thought, is re-

vealed to consciousness as the absolute essence of truth, and

which now appears in its appropriate form of art.

At the very origin of art there existed the tendency of the

imagination to struggle upward out of nature into spirituality.

But, as yet, the struggle consisted in nothing more than a

yearning of the spirit, and, in so far as this failed to furnish a

precise content for art, art could really be of service only
in providing external forms for mere natural significations,

or impersonal abstractions of the substantial inner principle

which constitutes the central point of the world.

In Classic Art, however, we find quite the contrary. Here

spirituality, though it is now for the first time able to struggle
into conscious existence through the cancellation or setting
aside of mere natural significations, is nevertheless the basis

and principle of the content ; it is a natural phenomenon in-

separable from the corporeal and sensuous. It is an external

form. This form, however, does not, as in the first epoch,
remain superficial, indefinite, unpervaded by spirit. On the

contrary, the perfection of art is here reached in the very
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fact that the spiritual completely pervades its outer manifesta-

tion, that it idealizes the natural in this beautiful union with

it, and rises to the measure of the reality of spirit in its sub-

stantial individuality. It is thus that Classic Art constituted

the absolutely perfect representation of the ideal, the final

completion of the realm of Beauty. There neither is nor can

there ever be anything more beautiful.

But there exists something still more elevated than the sim-

ply beautiful manifestation of spirit in its immediate sensuous

form, even though this form be fashioned by spirit as adequate
to itself. For this very union of matter and form, which is thus

accomplished in the element of the external, and which thus

lifts sensuous reality to an adequate existence, none the less

contradicts the true conception of spirit which is thus forced

out of its reconciliation with the corporeal, back upon itself,

and compelled to find its own true reconciliation within itself.

The simple, pure totality of the ideal [as found in the classic]

dissolves and falls asunder into the double totality of self-ex-

istent subjective substance on the one side, and external mani-

festation on the other, in order that, through this separation,

spirit may arrive at a deeper reconciliation in its own element

of the inner or purely spiritual. The very essence of spirit is

conformity with itself [self-identity], the oneness of its idea

with the realization of the same. It is, then, only in its own

world, the spiritual or inner world of the soul, that spirit can

find a reality (Daseyn) which corresponds to spirit. It is,

thus, in consciousness that spirit comes to possess its other, its

existence, as spirit, with and in itself, and so for the first time

to enjoy its infinitude and its freedom.

I. Spirit thus rises to itself or attains to self-consciousness,

and by this means finds within itself its own objectivity, which

it was previously compelled to seek in the outer and sensuous

forms of material existence. Henceforth it perceives and

knows itself in this its unity with itself; and it is precisely this

clear self-consciousness of spirit that constitutes the funda-

mental principle of Romantic Art. But the necessary conse-

quence is that in this last stage of the development of art the
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beauty of the Classic Ideal, which is beauty under its most per-

fect form and in its purest essence, can no longer be deemed a

finality ;
for spirit now knows that its true nature is not to be

brought into a corporeal form. It comprehends that it be-

longs to its essence to abandon this external reality in order

to return upon itself, and it expressly posits or assumes outer

reality to be an existence incapable of fully representing

spirit. But if this new content proposes to render itself beau-

tjful, still it is evident that beauty, in the sense in which we

have thus far considered it, remains for this content something
inferior and subordinate, and develops into the spiritual beauty
of the essentially internal— into the beauty of that spiritual

subjectivity or personality which is in itself (/. e., potentially)

infinite.

But in order that spirit may thus realize its infinite na-

ture it is so much the more necessary that it should rise

above merely formal and finite personality in order to reach

the height of the Absolute. In other terms, the human soul

must bring itself into actual existence as a person (Subjekt)

possessing self-consciousness and rational will
;
and this it ac-

complishes through becoming itself pervaded with the abso-

lutely substantial. On the other hand, the substantial, the

true, must not be understood as located outside of humanity,
nor must the anthropomorphism of Greek thought be swept

away. Rather the human as actual subjectivity or personality
must become the principle, and thus, as we have already seen,

anthropomorphism for the first time attains to its ultimate full-

ness and perfection.

II. From the particular elements which are involved in this

fundamental principle we have now in general to develop the

circle of objects, as well as the form, whose changed aspect
is conditioned by the new content of Romantic Art.

The true content of Romantic thought, then, is absolute

internality, the adequate and appropriate form of which is

spiritual subjectivity, or conscious personality, as comprehen-
sion of its own independence and freedom. Now, that which

is in itself infinite and wholly universal is the absolute nesra-
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tivity of all that is finite and particular. It is the simple unity
with self which has destroyed all mutually exclusive objects,

all processes of nature, with their circle of genesis, decay, and

renewal— which, in short, has put an end to all limitation

of spiritual existence, and dissolved all particular divinities

into pure, infinite identity with itself. In this pantheon all

the gods are dethroned. The flame of subjectivity has con-

sumed them. In place of plastic polytheism, art now knows

but one God, one Spirit, one absolute independence, which, a£

absolute knowing and determining, abides in free unity with

itself, and no longer falls asunder into those special characters

and functions whose sole bond of unity was the constraint of a

mysterious necessity. Absolute subjectivity, or personality as

such, however, would escape from art and be accessible only to

abstract thought, if, in order to be an actual subjectivity com-

mensurate with its idea, it did not pass into external existence,

and again collect itself out of this reality into itself.
'

Now,
this element of actuality belongs to the Absolute, for the

product of the activity of the Absolute as infinite negativity is

the Absolute itself, as simple self-unity of knowing, and, there-

fore, as immediacy. Yet, as regards this immediate existence,

which is grounded in the Absolute itself, it does not manifest

itself as the one jealous God who dissolves the natural, together

with finite human existence, without bringing itself into mani-

festation as actual divine personality, but the true Absolute re-

veals itself (schliesst sick auf), and thus presents a phase
which art is able to comprehend and represent.

But the external existence (Daset/n) of God is not the natu-

ral and sensuous, as such, but the sensuous elevated to the

supersensuous, to spiritual subjectivity, to personality, which,

instead of losing the certainty of itself in its outer manifesta-

tion, truly for the first time attains to the present actual cer-

taintv of itself through its own reality. God in His truth is,

therefore, no mere ideal created by the imagination. Rather,

He places Himself in the midst of the finitude and outer acci-

dentally of immediate existence, and yet knows Himself in all

this as the divine principle (Subjekt) which in itself remains
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infinite and creates for itself this infinitude. Since, therefore,

actual subject or person is the manifestation of God, art now

acquires the higher right of employing the human form, to-

gether with the modes and conditions of externality generally,

for the expression of the Absolute. Nevertheless, the new

problem for art can consist only in this : that in this form

the inner shall not be submerged in outer corporeal existence,

but shall, on the contrary, return into itself in order to bring
Into view the spiritual consciousness of God in the individual

{Subjekt). The various moments or elements brought to light

by the totality of this view of the world as totality of the truth

itself, therefore, now find their manifestation in man. And

this, in the sense that neither nature as such — as the sun, the

sky, the stars, etc.— gives the content and the form, nor does

the circle of the divinities of the Greek world of beauty, nor

the heroes, nor external deeds in the province of the morality of

the family and of political life, attain to infinite value. Rather

it is the actual, individual subject or person who acquires this

value, since it is in him alone that the eternal moments or ele-

ments of absolute truth, which exist actually only as spirit,

are multifariously individualized and at the same time reduced

to a consistent and abiding unity.
If now we compare these characteristics of Romantic Art

with the task of Classic Art in its perfect fulfillment in Greek

Sculpture, we see that the plastic forms of the gods do not ex-

press the movement and activity of spirit which has gone out

of its corporeal reality into itself, and has become pervaded

by internal independent-being ( Fiirsichseyn )
. The changeable

and accidental phases of empirical individuality are indeed ef-

faced in those lofty images of the gods, but what is lacking in

them is the actuality of self-existent personality, the essential

characteristic of which is self-knowledge and independent will.

Externally this defect betrays itself in the fact that in the repre-
sentations of sculpture the expression of the soul simply as

soul— namely, the light of the eye
— is wanting. The sub-

limest works of sculptured art are sightless. Their subtle

inner being does not beam forth from them, as a self-knowing



88 Romantic Art.

internality, in that spiritual concentration of which the eye

gives intelligence. The ray of the spirit conies from beyond
and meets nothing which gives it a response ; it belongs alone

to the spectator, who cannot contemplate the forms, so to

speak, soul in soul, eye in eye. The God of Romantic Art, on

the contrary, makes his appearance as a God who sees, who
knows himself, who seizes himself in his own inner personality,

and who opens the recesses of his nature to the contemplation
of the conscious spirit of man. For infinite negativity, the

self-return of the spiritual into itself, cancels this outflow into

the corporeal. Subjectivity is spiritual light which shines into

itself, into its hitherto dark realm ; and while natural light can

only shine upon an object, this spiritual light is itself its own

ground and object on which it shines, and which it recognizes
as being one and the same with itself. But since now the ab-

solute inner or spiritual manifests itself, in its actual outer ex-

istence, under the human form, and since the human stands in

relation to the entire world, there is thus inseparably joined
to this manifestation of the Absolute a vast multiplicity of

objects belonging not only to the spiritual and subjective world,

but also to the corporeal and objective, and to which the spirit

bears relation as to its own.

The thus constituted actuality of absolute subjectivity can

have the following forms of content and of manifestation :

1. Our first point of departure we must take from the Ab-

solute itself, which, as actual spirit, gives itself an outer exist-

ence (Daseyii), knows itself and is self-active. Here the

human form is so represented that it is recognized at once as

having the divine within itself. Man appears, not as man in

mere human character, in the constraint of passion, in finite

aims and achievements, nor as in the mere consciousness of

God, but as the self-knowing one and universal God Himself,

in whose life and suffering, birth, death, and resurrection, is

now made manifest, also, for the finite consciousness, what

spirit, what the eternal and infinite, is in truth. This content

Romantic Art sets forth in the history of Christ, of His mother,,

of Ilis disciples, and even in the history of all those in whom.
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the Holy Spirit is actual, in whom the entire divine nature is

present. For, in so far as it is God, who, though in Himself

universal, still appears in human form, this reality is, neverthe-

less, not limited to particular immediate existence in the form

of Christ, but unfolds itself in all humanity in which the

Divine Spirit becomes ever present, and in this actuality re-

mains one with itself. The spreading abroad [in humanity]
of this self-contemplation, of this independent and self-sufficing

existence (In-sicJi-und-Bei-sich-sei/u) of the spirit, is the

peace, the reconciliation of the spirit with itself in its objec-

tivity. It constitutes a divine world— a kingdom of God— in

which the Divine, from the center outward, possesses the rec-

onciliation of its reality with its idea, completes itself in this

reconciliation, and thus attains to independent existence.

2. But however fully this identification may seem to be

grounded in the essence of the Absolute itself, still, as spiritual

freedom and infinitude, it is by no means a reconciliation which

is immediate and ready at hand, from the center outward,
in mundane, natural, and spiritual actuality. On the con-

trary, it attains to completeness only as the elevation of

the spirit out of the finitude of its immediate or unrealized

existence to its truth, its realized existence. As a consequence
of this, the spirit, in order to secure its totality and freedom,

separates itself from itself— that is. it establishes the distinc-

tion between itself, as, on the one hand, a being belonging in

part to the realm of nature, in part to that of spirit, but limited

in both ; and as, on the other hand, a being which is in itself

(*. e., potentially) infinite. But with this separation, again, is

closely joined the necessity of escaping out of the estrangement
from self— in which the finite and natural, the immediacv of

existence, the natural heart, is characterized as the negative, the

evil, the base— and of entering into the kingdom of truth and

contentment by the sole means of subjugating this nugatori-
ness. Thus, spiritual reconciliation is to be conceived and rep-
resented .only as an activity, a movement of the spirit

— as a

process in the course of which there arises a struggle, a con-

flict ; and the pain, the death, the agony of nothingness, the
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torment of the spirit and of materiality (Leiblichkeit) make
their appearance as essential moments or elements. For as,

in the next place, God separates or distinguishes (ausscheidet)'
finite actuality from Himself, so also finite man, who begins
with himself as outside the divine kingdom, assumes the task

of elevating himself to God, of freeing himself from the finite,

of doing away with nugatoriness, and of becoming, through
this sacrifice (Ertodten) of his immediate actuality, that

which God, in His appearance as man, has made objective as

true actuality. The infinite pain attendant upon this sacrifice

of the individual's own subjectivity or personality, the suffer-

ing and death which were more or less excluded from the rep-

resentations of Classic Art— or, rather, which appeared there

only as natural suffering
— attain to the rank of real necessity

for the first time in Romantic Art.

It cannot be said that among the Greeks death was com-

prehended in its essential significance. Neither the natural, as

such, nor the immediacy of the spirit in its unity with materi-

ality, appeared to them as anything in itself negative, and to

them, therefore, death was only an abstract transition, inspir-

ing neither terror nor fear. It was a cessation with which

there were associated no further and immeasurable conse-

quences for the dying. But when personality (^Subjehtivitdt)

in its spiritual self-centered being comes to be of infinite im-

portance, then the negation which death bears within itself is

a negation of this so significant and valuable self, and hence

becomes fearful. It is a death of the soul, which thus, as

itself utterly and completely negative, is excluded forever

from all happiness, is absolutely miserable, and may find itself

given up to eternal damnation. Greek individuality, on the

contrary, did not ascribe to itself this value considered as

spiritual personality, and hence ventured to surround death

with bright images ;
for man fears only for that which is

to him of great worth. But life has this infinite value for

consciousness only when the person, as spiritual and self-

conscious, is the sole actuality, and must now, in well-grounded

fear, conceive himself as rendered (gesetzt) negative through
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•death. On the other hand, however, death does not acquire

for Classic Art that affirmative signification to which it attains

in Romantic Art. That which we call immortality did not

attain to the dignity of a serious conception with the Greeks.

It is for the later reflection of the subjective consciousness,

with Socrates, that immortality for the first time acquires a

deeper meaning and satisfies a more advanced requirement.

For example (Odyss. XL, v. 482-491), Ulysses in the

under world congratulated Achilles as being happier than all

others before or after him, because he had formerly been

honored as the gods, and now was a ruler among the dead.

Achilles, as we know, railed at this happiness, and answered

that Ulysses should not utter a word of consolation respecting
the dead. Rather would he be a servant of the fields, and, poor

himself, serve a poor man for a pittance, than lord it here

over all the vanished dead. On the contrary, in Romantic

Art death is only an extinction of the natural soul and of the

finite personality : an extinction which operates as negative

only against what is in itself negative ;
which cancels the

nugatory, and thus not only brings about the deliverance of

the spirit from its finitude and-state of inner division, but also

secures the spiritual reconciliation of the actual person (des

ASubjekts) with the absolute or ideal Person. For the Greeks,

that life alone was affirmative which was united with natural,

outer, material existence ;
and death, therefore, was the mere

negation, the dissolution, of immediate actuality. But in the

Romantic conception of the world it has the significance of ab-

solute negativity
— that is, the negation of the negative ; and,

therefore, as the rising of the spirit out of its mere naturalness

and inadequate finitude, turns out to be just as much affirma-

tive as negative. The pain and death of expiring personality

(Subjektivitat) is reversed into a return to self; into content-

ment and happiness ;
into that reconciled affirmative existence

which the spirit can with difficulty secure only through the

destruction of its negative existence, in which, so long as it

remains, it is separated from its own truth and vitality. This

fundamental characteristic, therefore, not only relates to that
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form of death which approaches man from the natural side,

but it is also a process which the spirit, in order that it may
truly live, must complete within itself independent of this-

external negation.

3. The third side of this absolute world of the spirit has it»

representative in man, in so far as he neither immediately, in

himself, brings the absolute and divine, as divine, into mani-

festation, nor represents the process of elevation to God, and

reconciliation with God, but remains within the limits of hi&

own human circle. Here, too, the finite, as such, constitutes

the content, as well from the side of spiritual aims, worldly

interests, passions, collisions, sorrows and joys, hopes and

gratifications, as from the side of the external affairs of nature

and its realm, together with the most restricted phenomena

belonging thereto. For the mode of apprehending this con-

tent a twofold attitude presents itself. On the one hand,

spirit
— because it has acquired affirmation with itself— an-

nounces itself upon this ground as a self-justified and satis-

fying element, from which it only puts forth (heranskehrt)

this positive character and permits itself in its affirmative sat-

isfaction and internality to reflect itself therefrom. On the

other hand, this content is reduced to mere accidentally,

which can lay claim to no independent validity. For in it

spirit does not find its own true being, and therefore can ar-

rive at unity no otherwise than with itself, since for itself it

dissolves as finite and negative this finite character of spirit

and of nature.

III. We have now, finally, to consider somewhat more at

length the significance of the relation of this entire content to

the mode of its representation.

1. The material of Romantic Art, at least with reference to

the divine, is extremely limited. For, in the first place, as

we have already pointed out, nature is deprived of its divine

attributes; sea, mountain, and valley, streams, springs, time,

and night, as well as tin; universal process of nature, have all

lost their value with respect to the representation and content

of the Absolute. The images of nature are no longer set
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forth symbolically. They are stripped of the characteristic

which rendered their forms and activities appropriate as traits

•of a divinity. For all the great questions concerning the

origin of the world— concerning the whence, the whither, the

wherefore of created nature and humanity, together with all

the symbolic and plastic attempts to solve and to represent

these problems— have vanished in consequence of the revela-

tion of God in the spirit ;
and even the gay, thousand-hued

earth, with all its elassically-tigured characters, deeds, and

events, is swallowed up in spirit, condensed in the single

luminous point of the Absolute and its eternal process of

Jledemption (ErlusunfjsgescJiichte) . The entire content, there-

fore, is thus concentrated upon the internality of the spirit
—

upon the perception, the imagination, the soul— which strives

after unity with the truth, and seeks and struggles to produce
and to retain the divine in the individual {Subjekt). Thus,

though the soul is still destined to pass through the world, it

no longer pursues merely worldly aims and undertakings.

Bather, it has for its essential purpose and endeavor the inner

struggle of man within himself, and his reconciliation with

God, and brings into representation only personality and its

conservation, together with appliances for the accomplish-
ment of this end. The heroism which can here make its

appearance is by no means a heroism which makes its own

law, establishes regulations, creates and transforms conditions,

but a heroism of submission, for which everything is settled

and determined beforehand, and to which there thenceforth

remains only the task of regulating temporal affairs according
to it, of applying to the existing world that higher principle

which has validity in and for itself, and. finally, of rendering
it practically valuable in the affairs of every-day life. But

since now this absolute content appears to be concentrated in

the spaceless, subjective soul, and thus each and every proc-
ess comes to be transferred to the inner life of man, the circle

of this content is thus again infinitely extended. It develops
into so much the more unrestrained manifoldness. For

though the objective process (of history) to which we have
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referred does not itself include the substantial character of the

soul, still the individual, as subject, penetrates that process
from every side, brings to light every point therein, or pre-
sents itself in ever newly-developed human inclinations, and

is, besides, still able to absorb into itself the whole extent of

nature, as mere environment and locality of the spirit, and to

assign to it an important purpose. Thus, the life
( Geschichte)

of the soul comes to be infinitely rich, and can adapt itself in

the most manifold ways to ever-changing circumstances and

situations. And if now, for the first time, man steps out of

this absolute circle and mingles in worldly affairs, by so

much the more immeasurable will be the sphere ( Umfang) of

interests, aims, and inclinations
;
as the spirit, in accordance

with this principle, has become more profound, and has, there-

fore, unfolded itself in its development to its infinitely en-

hanced fullness of inner and outer collisions, distractions, pro-

gressive stages of passion, and to the most varied degrees of

satisfaction. Though the Absolute is in itself completely

universal, still, as it makes itself known in mankind especially,

it constitutes the inner content of Romantic Art, and thus,

indeed, all humanity, with its entire development, forms the

immeasurable and legitimate material of that art.

2. It may be, indeed, that Romantic Art, as art, does not

bring this content into prominence, as was done in great meas-

ure in the Symbolic, and, -above all, in the Classic, form of Art*

with its ideal gods. As we have already seen, this art is

not, as art, the revealed teaching (Belehren) which produces

the content of truth directly only in the form of art for the

imagination, but the content is already at hand for itself out-

side the region of art in imagination and sensuous perception.

Here, religion, as the universal consciousness of truth in a

wholly other sphere {Grade), constitutes the essential point

of departure for art. It lies quite outside the external modes

of manifestation for the actual consciousness, and makes its ap-

pearance in sensuous reality as prosaic events belonging to the

present. Since, indeed, the content of revelation to the spirit

is the eternal, absolute nature of spirit, which separates itself

from the natural as such and debases it, manifestation in the
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immediate thus holds such rank ( Stellung) that this outer, in

so far as it subsists and has actual-being (Daseyn), remains

only an incidental world out of which the Absolute takes

itself up into the spiritual and inner, and thus for the first

time really arrives at the truth. At this stage the outer is

looked upon as an indifferent element to which the spirit can

no longer give credence, and in which it no longer has an abode.

The less worthy the spirit esteems this outer actuality, by so

much the less is it possible for the spirit ever to seek its satis-

faction therein, or to find itself reconciled through union with

the external as with itself.

3. In Romantic Art, therefore, on the side of external man-

ifestation, the mode of actual representation in accordance

with this principle does not go essentially beyond specific, or-

dinary actuality, and in nowise fears to take up into itself this

real outer existence {Daseyn) in its finite incompleteness and

particularity. Here, again, has vanished that ideal beauty

which repudiates the external view of temporality and the

traces of transitoriness in order to replace its hitherto imper-

fect development by the blooming beauty of existence. Ro-

mantic Art no "longer has for its aim this free vitality of actual

existence, in its infinite calmness and submergence of the soul

in the corporeal, nor even this life, as such, in its most precise

significance, but turns its back upon this highest phase of

beauty. Indeed, it interweaves its inner being with the acci-

dentally of external organization, and allows unrestricted

play room to the marked characteristics of the ugly.

In the Romantic, therefore, we have two worlds. The one

is the spiritual realm, which is complete in itself— the soul,

which finds its reconciliation within itself, and which now for

the first time bends round the otherwise rectilinear repetition

of genesis, destruction and renewal, to the true circle, to

return-into-self, to the genuine Phoenix-life of the spirit.

The other is the realm of the external, as such, which, shut

out from a firmly cohering unity with the spirit, now becomes

a wholly empirical actuality, respecting whose form the soul is

unconcerned. In Classic Art, spirit controlled empirical mani-

festation and pervaded it completely, because it was that form
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itself in which spirit was to gain its perfect reality. Now,
however, the inner or spiritual is indifferent respecting the

mode of manifestation of the immediate or sensuous world,
because immediacy is unworthy of the happiness of the soul'

in itself. The external and phenomenal is no longer able to

express internality ;
and since, indeed, it is no longer called

upon to do this, it thus retains the task of proving that the

external or sensuous is an incomplete existence, and must refer

back to the internal or spiritual, to intellect ( Gemiith) and

sensibilit}
7

,
as to the essential element. But for this very

reason Romantic Art allows externality to agtmi appear on its

own account, and in this respect permits each and every mat-

ter to enter unhindered into the representation. Even

flowers, trees, and the most ordinary household furniture are

admitted, and this, too, in the natural accidentally of mere

present existence. This content, however, bears with it at

the same time the characteristic that as mere external matter it

is insignificant and low
;
that it only attains to its true value

when it is pervaded by human interest
;
and that it must ex-

press not merely the inner or subjective, but even internality

or subjectivity itself, which, instead of blending or fusing itself

with the outer or material, appears reconciled only in and with

itself. Thus driven to extremity, the inner at this point be-

comes manifestation destitute of externality. It is, as it were,

invisible, and comprehended only bj
7 itself; a tone, as such

without objectivity or form ;
a wave upon water; a resound-

ing through a world, which in and upon its heterogeneous

phenomena can only take up and send back a reflected nry of

this independent-being (Lisichseyns) of the soul.

We may now comprise in a single word this relation between

content and form as it appears in the Romantic— for here it is

that this relation attains to its complete characterization. It

is this : just because the ever-increasing universality and rest-

less working depth of the soul constitute the fundamental

principle of the Romantic, the key-note thereof is musical,

and, in connection with the particularized content of the im-

agination, lyrical. For Romantic Art the lyrical is, as it

were, the elementary characteristic— a tone which the epic and
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the drama also strike, and which breathes about the works of

the arts of visible representation themselves like a universal,

fragrant odor of the soul ; for here spirit and soul will speak
to spirit and soul through all their images.

Division : We come now to the division necessary to be

established for the further and more precisely developing in-

vestigation of this third great realm of art. The fundamental

idea of the Romantic in its internal unfolding lies in the fol-

lowing three separate moments or elements :

1. The Religious, as such, constitutes the first circle, of

which the central point is given in the history of redemp-
tion— in the life, death, and resurrection of Christ. Intro-

version
( Urnkehr) here assumes importance as the chief char-

acteristic. The spirit assumes an attitude of hostility toward,

and overcomes, its own immediacy and fiuitude, and through
thus rendering itself free it attains to its infinity, and abso-

lute independence in its own sphere.

2. Secondly, this independence passes out of the abstract

divine of the spirit, and also leaves aside the elevation of finite

man to God, and passes into the affairs of the secular world.

Here at once it is the individual (Subjekt), as such, that has

become affirmative for itself, and has for the substance of its

consciousness, as also for the interest of its existence, the vir-

tues of this affirmative individuality, namely, honor, love,

fidelity, and valor— that is, the aims and duties which belong

to Romantic Knighthood.
3. The content and form of the third division may be

summed up, in general, an Formal Independence of Character.

If, indeed, personalty is so far developed that spiritual inde-

pendence has come to be its essential interest, then there

comes, also, to be a special content, with which personality
identifies itself as with its own, and shares with it the same inde-

pendence, which, however, can only be of a formal type, since

it does not consist in the substantiality of its life, as is the case

in the circle of religious truth, properly speaking. But, on

the other hand, the form of outer circumstances and situa-

tions, and of the development of events, is indeed that of

freedom, the result of which is a reckless abandonment to a life

7
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of capricious adventures. We thus find the termination of the

Romantic, in general, to consist in the accidentally both of the

external and of the internal, and with this termination the two

elements fall asunder. "With this we emerge from the sphere

of art altogether. It thus appears that the necessity which

urges consciousness on to the attainment of a complete com-

prehension of the truth demands higher forms than Art is able

in anywise to produce.



CHAPTER I.

THE RELIGIOUS CIRCLE OF ROMANTIC ART.

Since, in the representation of absolute subjectivity or per-

sonality as final and complete truth, Romantic Art has for its

substantial content the union of the spirit with its essence,

the satisfaction of the soul, the reconciliation of God with the

world,— and, by this means, his reconciliation with Himself,—
it is upon this stage that the Ideal appears for the first time to

be completely at home. For it was happiness and independ-

ence, satisfaction, tranquillity, and freedom which we declared

to be the fundamental characteristic of the ideal. Unques-

tionably, we cannot venture to exclude the ideal from the con-

ception and the reality of Romantic Art ;
and yet, in relation

to the Classic ideal, it acquires a wholly different form.

Though we have already pointed out this relation in a general

way, we must here, at the beginning, clearly define {feststellen)

its more concrete significance, in order to make manifest the

essential type of the Romantic mode of representing the Ab-
solute. In the Classic ideal the divine is, on the one hand,
limited to individuality. On the other, the soul and happi-
ness of the particular gods become manifest exclusively through
their corporeal forms

; and, again, since the principle of the

individual in itself and in its externality is set forth in the

inseparable unity of the individual, it is evident that the neg-

ativity of the inherent tendency to dissolution, of corporeal
and of spiritual anguish, of sacrifice, of resignation, cannot

appear as an essential moment. The divine of Classic Art,

indeed, falls asunder into a circle of divinities. But it does

not separate itself, within itself, as universal essentiality on the
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one hand, and as particular, subjective, empirical manifesta-

tion in human form and human spirit on the other. Just as

little, too, does it, as non-phenomenal Absolute, possess a

world of evil, of sin, and of error
;
with the task, on the con-

trary, of bringing this contradiction into reconciliation, and,

as this reconciliation, to be for the first time the truly actual

and divine. In the conception of absolute subjectivhy, on

the other hand, there lies the contradiction between substan-

tial universality and personalit}^ ;
a contradiction whose com-

pleted mediation fills the subjective or personal with its sub-

stance, and elevates the substantial to the rank of an absolute

subject, possessing self-knowledge and rational will. But to

the actuality of personality ( Subjektivitdt) as spirit there

belongs, in the second place, the deeper contradiction of a

finite world, through the cancellation of which as finite, and its

reconciliation with the Absolute, the infinite itself creates its

own essence, through its own absolute activity, for itself ; and is

thus, for the first time, absolute spirit. The manifestation of

this actuality on the ground and under the form of the human

spirit acquires, therefore, with respect to its beauty, a relation

altogether different from that in Classic Art. Greek beauty
exhibits the inner quality of spiritual individuality, conceived

wholly in its corporeal form, its deeds and its adventures, com-

pletely expressed in the external, and dwelling happily therein.

For Romantic Art, on the contrary, it is absolutely necessary

that the soul, although it appears in the external, should at

the same time show itself to be gone out of this corporeal

state back into itself, and to live within itself. At this stage,

therefore, the corporeal can express the internality of the

spirit only in so far as it brings into manifestation the fact that

the soul has its congruent actuality, not in this real existence,

but in itself. Upon this ground beauty is now no longer consid-

ered as the idealizing of the objective form, but as the inner form

of the soul in itself. It is a beauty of internality which is to be

looked upon rather as form and manner (als Art und Weise),
in accordance with which each content is fashioned and de-

veloped in the inner being of the person. It is, therefore, a
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beauty which refuses to hold fust the external, even while the

external is thus pervaded by spirit. Since, therefore, the in-

terest is now lost, so far as concerus the purifying of real

outer existence to the point of this classical unity, and is con-

centrated upon the opposite aim of inbreathing the inner form

of the spiritual itself with a new beauty, art gives itself little

concern respecting the external. Just as it finds it immedi-

ately at hand, so it accepts it immediately ; while even on this

side it leaves it to be, as it were, fashioned at discretion. In

Romantic Art, reconciliation with the Absolute is an act of the

inner nature which, indeed, appears in the external, but which

does not have the external itself in its real form as an essen-

tial content and aim. Along with this indifference respecting
the idealizing union of soul and body there appears, for the

special individuality of the external side essentially, portrait-

ure, which does not obliterate particular features and forms,

as they come and go, the requirements of the natural, the im-

perfections of the mortal state, in order to replace them with

more appropriate characteristics. True, in this relation a cor-

respondence must, in general, still be required ; but the precise

form it is to take becomes indifferent, and does not purify itself

from the accidentally of finite empirical existence.

The necessity for this thorough-going characterization of

Romantic Art may likewise be justified from still another side.

The Classic ideal, when it stands upon its own true height, is

secluded within itself, independent, reserved, non-receptive, a

complete or rounded individual, which excludes others from

itself. Its form is its own. It lives wholly and exclusively
within this form, and dares not expose any portion of itself

to participation in the merely empirical and accidental.

Hence whoever, as spectator, approaches this ideal, cannot ap-

propriate to himself its existence as something external that is

related to his own phenomenal being (Errcheinung). Though
the forms of the eternal gods are humar , they do not, for all

that, pertain to the mortal state ;
for thesf gods have not them-

selves suffered the infirmity of finite ex stence, but are raised

above this without mediation. Participi lion in the empirical
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and relative is broken off. On the contrary, infinite sub-

jectivity, the Absolute of Romantic Art, is not merged (ver-

senkt) in its manifestation. It exists within itself, and by this

very fact does not possess its externality as something belong-

ing essentially to itself, but as something other than itself,
—-

something quite freely set aside, and belonging to the indiffer-

ent or neglected beyond. Besides, this external must enter

into the form of the common-place, of the empirically human,
since here God himself descends into finite temporal exist-

ence, in order to mediate and to reconcile the absolute contra-

diction which lies in the conception of the Absolute. Thus

empirical man also acquires a side from which there is opened
to him a relationship,

— a connecting link,— so that he himself

may with confidence draw near in his immediate naturalness
;

since the external form does not, through classic austerity

(Strenge) toward the particular and accidental, repel him, but

presents to his view that which he himself has, or which he

knows and loves in some object in his immediate surround-

ings. It is through this air of being at home (Heimath-

lichkeit~) in ordinary affairs, that Romantic Art confidently

exerts its attractiveness in all directions. But, since now the

renounced externality has, through this very renunciation, the

task of pointing to the beauty of the soul, to the loftiness of

internality, to the holiness of spiritual existence, it tends at

the same time to merge itself in the internal character of the

spirit and in its absolute content, and to appropriate to itself

this inner nature.

In this surrender (Ilingabe), finally, there lies, in general, the

universal idea that in Romantic Art infinite subjectivity is not

solitary and alone within itself, like a Greek god, which lived

within itself, wholly complete in the happiness of its seclu-

sion. Rather it comes forth from itself and enters into rela-

tion with another. But this " other
"

still belongs to sub-

jectivity, which finds itself again therein and remains in unity

with itself. This unit-being (Einseyn) of subjectivity in

its " other
"

is the unique, beautiful content of Romantic Art,

the ideal of the same, which has essentially for its form and man-
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ifestation, internality and subjectivity, soul, sensibility. The
Romantic Ideal, therefore, expresses a relation to other spir-

itual being, which is so bound up with internality that it is

only precisely in this other that the soul in internality lives

with itself. This life virtually in another is, as sensibility,

the sincerity and fervor of love.

We cau, therefore, declare Love to be the universal content

of the Romantic in its religious circle. Still, love first acquires
its true ideal form when it expresses the affirmative, immedi-

ate reconciliation of the spirit. But now, before we can, upon
this stage, consider the most beautiful ideal satisfaction, we
have previously, on the one side, to traverse the process of

negativity, into which the absolute subject, or person, enters,

as subjugation of the finitude.and immediacy of its human

manifestation,— a process which unfolds itself in the life, suffer-

ing, and death of God for the world and humanity, and its

possible reconciliation with God. On the other side, it is

humanity which now, on the contrary, has on its part to com-

plete the same process, in order that in itself there may be

made actual what is as yet only potential in the reconcilia-

tion referred to. In the midst of this stage, in which the neg-
ative side of the sensuous and spiritual entrance into death

and the grave constitutes the central point, lies the expression
of the affirmative bliss of the contentment, which in this circle

belongs to the most beautiful objects of art.

Division.— For the more precise division of our first chap-

ter, therefore, we have three different spheres to pass

through .

1. The history of the redemption of Christ. The moments
or elements of the absolute spirit represented in God himself,

in so far as he becomes man, has an actual outer existence in

the world of finitude and its concrete relations, and iu this

most uniquely particular outer-existence brings the absolute

itself into manifestation.

2. Love in its positive form, as reconciled feeling of the

human and the divine
; the holy family, the maternal love of

Mary, the love of Christ, and the love of the disciples.
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3. The Church
;
the spirit of God as present in humanity

through the conversion of the soul, and the destruction of

mere naturalness and finitude, generally through the return of

man to God,— a return in which, first of all, repentance and

martyrdom constitute the mediation between man and God.

/. History of Redemption through Christ.

1. Art apparently superfluous.
— 2. Its necessary intervention.— 3. Accidental

particulars of the external representation.

The reconciliation of the spirit with itself, absolute his-

tory, the process of the truth, is brought to view and certi-

tude through the manifestation of God in the world. The

simple content of this reconciliation is the combination or

blending (Ineinssetzung) of absolute essentiality with particu-
lar human subjectivity ;

an individual man is God, and God
is an individual man. Herein lies the fact that virtually

—
that is, according to conception and essence— humanity is

truly spirit ; and each particular subject or person, therefore,

as man, possesses infinite destiny and importance, namely,
to exist as a purpose of God, and to be in unity with God.
But in just the same measure man becomes subject to the

demand to give actuality to this conception, which is at first

only a mere possibility' (nur ein Mosses Ansich) ;
that is, to

fix upon his own union with God as the goal of his existence,

and to reach that goal. In so far as he has fulfilled this des-

tiny he is a free, infinite spirit. This he may do only in so far

as the unity to which we have referred is the primordial ele-

ment, the eternal foundation of the human and the divine

nature. The goal is at the same time the beginning, existing
in and for itself. It is the point of departure for Romantic

religious consciousness, namely, that God himself is man,—
is flesh, — in order that he may become tin's individual subject

or person, in whom, therefore, the reconciliation does not

remain a mere possibility, in which case it would be known

only in the abstract conception thereof; but rather he pre-

sents himself as existing objective/)/, even for the perceiving
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(anschauende) consciousness, as this individual, actually-exist-

ing man. This moment or element of individuality is of

importance, because therein each individual possesses the view

of his own reconciliation with God, which in and for itself is

no mere potentiality, but is actual, and for this reason has

been brought into full manifestation as real in this one sub-

ject or person. But since now the unity, as spiritual recon-

ciliation of opposite moments, is no merely immediate individ-

ual-being (Einsseyn), there must, in the second place, be

brought into existence in this one subject or person also the

process of the spirit as history of the same, through which

process the person for the first time truly becomes spirit. This

history of the spirit undergoing completion in the individual

contains nothing else than what we have already referred to,

namely, that the individual man shall put aside (abthue) his

individuality in both the corporeal and the spiritual sense, —
that is, that he shall suffer and die

; but on the contrary shall,

after the pain of death, reappear from the dead ; shall arise

as the glorified God, as the actual spirit which now, indeed,

has entered into existence as an individual, as this subject or

person ;
and yet, even so, is essentially only in truth God, as

spirit in his Church.

1. This history furnishes the essential object for religious

Romantic Art, but for which art, taken purely as art, doubtless

becomes somewhat superfluous ; for the principal fact lies here

in the inner certitude, in the sentiment and perception of this

eternal truth, in faith, which bears testimony to the truth in

and for itself, and thus becomes identified (hineinverlegt) with

the inner nature of the imagination. Developed faith, namely,
consists in the immediate certitude of having the truth itself

present to the consciousness along with the conception of the

moments, or elements, of this history. But if it is in the

consciousness of the truth that the real interest centres, then

the beauty of manifestation, as well as representation itself,

is altogether an indifferent affair, since the truth is present to

consciousness independent of art.

2. On the other hand, however, the religious content ac-



106 Romantic Art.

quires at the same time, in itself, the moment ov element

through Avhich it not only becomes accessible to, but in a

certain sense demands, art. In the religious conception of

Romantic Art, as we have already often affirmed (angefuhrV),
the content itself bears within itself the tendency to carry

anthropomorphism to the last degree of development ;
since

this content has for its central point the being of the Absolute

and the Divine, in combination with human subjectivity as

actually visible (erschauten) , and, therefore, also as external y

corporeal, phenomenal, and must represent the Divine in this,

its individuality, which is closely connected Avith the neces-

sities of nature and with finite modes of manifestation. In

this respect art furnishes to the perceiving consciousness, for

the manifestation of God in the immediate present, an actual

individual form, even a concrete image of the external char-

acteristics of those events in which are unfolded the birth of

Christ, His life and suffering, death, resurrection, and ascen-

sion to the right hand of God. It is, therefore, in art alone

that there is retained an ever-renewed presence (Dauer} of

the already vanished, actual manifestation of God.

3. In so far, however, as in this manifestation emphasis
is laid upon the fact that God is essentially an individual

person, exclusive of any other, and is not merely the unity of

divine and human subjectivity in general, but represents that

unity in the form and person of this particular man (namely,

Christ), in so far there appears in art, by reason of the con-

tent itself, all phases of the accidentally and particularity of

finite existence, from which beauty at the height of the Classic

ideal had purified itself. What the free comprehension of the

beautiful had removed as incompatible with it,
— that is, the

non-ideal,— is here necessarily taken up and brought to view

as a moment or element having its origin in the content it-

self.

a. If, therefore, the person of Christ, as such, has been

frequently chosen as the object of representation, those ar-

tists have succeeded in the least degree who have attempted

to make of Christ an ideal in the sense and in the mode of the
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Classic ideal. Such heads and forms of Christ may, indeed,

show seriousness, calmness, and dignity ; but, on the other

hand, Christ must possess internality and absolutely universal

spirituality ; while, on the other hand, He must possess sub-

jective personality and individuality, and both these are

irreconcilably opposed to felicity (Seligkeit) in the sensuous

nature of the human form. To combine these two terms,—
t. e., expression and form,— is a task of the utmost difficulty ;

so that painters have always fallen into embarrassment when-

ever they have departed from the traditional type. Serious-

ness and depth of consciousness, indeed, must be expressed
in such heads

; but, on the one hand, the features and forms

of the nice and figure should just as little be of a merely ideal

beauty as, on the other, they should be reduced to the merely
common and ugly ; or, again, should be elevated to the merely
sublime, as such. With respect to the external form, it is

best to adopt the medium between the particular natural

phase and ideal beauty. To attain precisely to this appropri-
ate medium is difficult, and hence it is especially in the choice '

which he here makes, that the ability, the fine sense, and spirit

of the artist is displayed. For the most part, independent
of the content which belongs to faith, we are, in the rep-
resentations of this entire circle, drawn (gewiese)i) to the

side of subjective activity more than was the case in the

Classic Ideal. In Classic Art, the artist desires to represent
the spiritual and divine immediately in the form of the cor-

poreal itself, in the organism of the human figure ;
and the

corporeal forms, in their modifications, which do away with

the common and finite, furnish, therefore, the chief phase of

interest. In our present circle the image remains common,
familiar (beJcannte) ; its forms are, to a certain extent, indiffer-

ent,— something particular, which may exist on this wise or on

that,— and in this respect may be handled with greater freedom.

The predominant interest lies, therefore, on the one hand, in

the form and method (^4/^ und Weise) with which the artist

causes (Jasst) the spiritual and innermost nature, as this spirit-
ual being itself, to shine forth through this common and
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familiar form. On the other hand, it lies in the subjective

execution, the technical means and skill through which he

inspires his forms with spiritual life, and gives them the clear-

ness and comprehensibility of the spiritual.

b. As to what concerns the further content: That lies, as

we have already seen, in the absolute history which has its

origin in the conception of spirit itself, which renders objec-

tive the conversion of the corporeal and spiritual individuality

in its essentiality and universality. For the reconciliation of

the individual subjectivity with God does not appear immedi-

ately as harmony, but as harmony which proceeds originally

from infinite pain, from resignation, from sacrifice, from de-

struction of the finite, both sensuous and subjective. The finite

and the infinite are here combined in one ; andt he reconcilia-

tion, in its true depth, internality, and power of mediation,

shows itself only through the magnitude and harshness of the

contradiction, which must find its solution. Hence, also, the

unutterable poignancy (Scharfe) and dissonance of suffering,

torment, anguish, to which this contradiction leads, belongs to

the very nature of the spirit, whose absolute satisfaction here

constitutes the content.

This process of the spirit, taken in and for itself, is the

essence, the central idea (Begriff) of spirit in general, and,

therefore, acquires (enthalt) the characteristic of being, for

consciousness, the universal history which must repeat itself

in each and every individual consciousness. For conscious-

ness, as many individuals, is precisely the reality and existence

of universal spirit. In the next place, however, since spirit

has, as its essential moment or element, actuality in the indi-

vidual, this universal history presents itself only in the form

of one individual to whom it is attributed, as belonging espe-

cially to Him, as the history of His birth, His life, death, and

return from the grave; and yet in this individuality there is

retained, at the same time, the significance of being the his-

tory of the universal, absolute Spirit itself.

The special turning-point in this life of God is the abandon-

ment of his individual existence as this man. It is the his-
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tory of the passion, the sorrow on the cross, the Golgotha of

the spirit, the pain of death. In so far, now, as there lies in

the content itself the necessity that the external corporeal

manifestation,— the immediate existence as individual,— shall

appear in the pain of its negativity as the negative, in order

that the spirit may reach its heaven through sacrificing sensu-

ous and subjective individuality to its (the spirit's) truth, in

so far this sphere of representation is separated almost wholly
from the classical plastic ideal. On the one hand, for exam-

ple, the earthly body and the infirmity of human nature gener-

ally is elevated and honored, since it is God himself who

appears therein ; but, on the other hand, there is, first of all,

this human and corporeal, which is posited as negative, and

arrives at manifestation in its pain, while in the Classic ideal

it did not lose the undisturbed harmony with the spiritual and

substantial. Christ scourged, crowned with thorns, bearing
his cross to the place of execution, raised upon the cross,

expiring in the torture of his agonizing, protracted death. —
all this is excluded from representation in accordance with the

forms of Greek beaut}* ; but in these situations there exists

the higher quality of holiness in itself, the depth of the inner

nature, the infinitude of suffering, as an eternal moment or

element of the spirit, as endurance and divine tranquility.

Respecting this form a further circle is constituted,— partly

by friends, partly by enemies. The friends themselves, in-

deed, are by no means ideal personages; but, in accordance

with the conception, they are particular individuals, ordinary
men drawn to Christ by the attraction of the spirit. The

enemies, on the contrary, since they place themselves in oppo-
sition to God, condemn Him, mock, torture, and crucify Him,
are represented as internally base

; and the representation of

the inner malignity and hatred against God produces in the

outward expression ferocity, rudeness, barbarity, rage, dis-

tortion of form. In all these respects deformity appears here

as a necessary moment in contrast with Classic beaut v.

c. But in the divine nature the process of death is to be

considered only as a point of transition, through which the
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reconciliation of the spirit with itself is brought to complete-

ness, and the two sides of the divine and the human, of

the absolutely universal on the one hand and of phenomenal

subjectivity on the other (and whose mediation is the thing of

chief importance), combine into one affirmative totality.

This affirmation, which is in general the foundation and origi-

nal element, must, therefore, give proof of itself in this posi-

tive way. Among the events in the life of Christ, those afford-

ing the most suitable subjects for the expression of this idea

are the resurrection and ascension, apart from the moments
in which he appears as teacher. Here, however, there arises

the gravest difficulty, especially for the arts of visible repre-

sentation. For, in part, it is the spiritual, as such, which must

attain to representation in its internality ;
in part, the Abso-

lute Spirit, which, in its infinitude and universality, affirma-

tively established in unity with subjectivity and elevated above

immediate existence, must,.nevertheless, still bring the whole

expression of its infinitude and internality into view and sen-

suous realization (zur Anschaung und Auffindung) in the cor-

poreal and external.

II. Religious Love.

1. Idea of the Absolute in Love.— 2. Of Sentiment. — 3. Love as Ideal of Ro-

mantic Art.

Spirit in and for itself is not, as spirit, immediately an object

of art. Its highest actual reconciliation in itself can only be a

reconciliation and satisfaction in the spiritual, as such, which,

in its pure ideal element, withdraws itself from artistic ex-

pression. For absolute truth stands on a higher level than

that of the appearance (Schein) of the beautiful, which can-

not release itself from the ground of the sensuous and phe-

nomenal. If, however, spirit in its affirmative reconciliation

acquires through art a spiritual existence, in which it is not

only known as pure thought, as ideal, but can he felt and con-

templated, then there remains to us only the internality of the

spirit,
— i. e., soul, sentiment,— as the one only form which

fulfils the double requirement of spirituality on the one side,
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and of the possibility of being comprehended and represented

by art, on the other. This internality, which alone corre-

sponds to the conception of the free spirit satisfied within

itself, is Love.

1. In love,— that is, on the side of the content,— there are

present those moments, or elements, which we have shown to

constitute the fundamental conception of absolute spirit,

which conception is that of the reconciled return of the spirit

out of its other to itself. This other, again, as other, in

which the spirit abides with itself, can only be spiritual, a

spiritual personality. The true essence of love consists in

this : that consciousness surrenders itself, forgets itself in an-

other self, and, nevertheless, through this very surrender and

forgetfulness of self, attains for the first time to the full pos-
session of self. This mediation of the spirit with itself, and

the development thereof to a complete totality, is the Abso-

lute. And yet, doubtless, this is not to be taken in the sense

( Weise) that the Absolute, as merely singular, and, therefore,

finite subjectivity, may recognize (zusammenscldosse) itself

in another finite subject. Rather the content of subjectivity,

securing in another its own mediation with itself, is here the

Absolute itself; it is the spirit which, in another spirit, comes

for the first time to be knowledge and will pertaining to itself

as to the Absolute, and which has the satisfaction of this

knowledge.
2. Now, more closely considered, this content, as love, has

the form of sentiment concentrated within itself; which senti-

ment, instead of rendering its content explicit,
— instead of

bringing it into consciousness, in accordance with its definite-

ness and universality,
— far rather collects the breadth and im-

measurable extent of the same within the simple depth of the

soul, without unfolding to the imagination the wealth and

variety of treasures which it contains within itself. Thus
such content, which in its pure, spiritually characterized (aus-

gepragten) universality, would be denied artistic representa-

tion, comes again, in this subjective existence as sentiment, to

be within the range of art ; for, on the one side, with the still

undeveloped depth which constitutes the characteristic of the
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soul, there is no necessity compelling the development of this

content to perfect clearness
; while, on the other side, it se-

cures at the same time from this form an element which is

appropriate to art. For soul, heart, sentiment, however

spiritual and internal they may remain, nevertheless always
have relation to the sensuous and corporeal, so that they are

able to give indications of the innermost life and being of the

spirit through the corporeal itself, through the look, through
the features of the countenance, or, more spiritually still,

through tone and word. But the external can appear here

only so far as it is called upon to express the innermost nature

itself in that phase of its internality which belongs to the soul,

or sentiment.

3. If, now, we agree upon the reconciliation of the internal

with its reality as the conception of the ideal, we can at the

same time designate love as the ideal of Romantic art in its

religious circle. It is spiritual beauty, as such. The Classic

ideal also pointed out the mediation and reconciliation of the

spirit with its other. But here the " other" of the spirit was

the external form pervaded by the spirit itself, and constitut-

ing its corporeal organism. In love, on the contrary, the

other of the spiritual is not the natural, but is itself a spirit-

ual consciousness, an 'other person (tiubjekt),
— an "other"

which spirit thus realizes for itself in its own realm, in its own

most appropriate element. Thus love, in its affirmative satis-

faction and virtually {in sich) tranquilized, happy reality, is

ideal, but at the same time absolutely spiritual beauty, which,

by reason of its internality, can express itself only in the in-

ternality, and as the internality of the soul. For the spirit,

which in spirit is present and immediately certain of itself,

and thus has the spiritual as material and ground of its exist-

ence, is in itself internal, and, more precisely, is the inter-

nality of Love.

a. God is love, and therefore, also, His deepest essence in

this form appropriate to art is to be seized and represented in

the person of Christ. But Christ is divine love. On the one

hand, as the object of this love, he is God himself, considered

as non-phenomenal essence ; on the other, he manifests him-
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self to redeemed humanity, and thus the unfolding {AufgeJten)
of one subjeet, or person, in a definite other subject, or per-

son, can by so much the less come to light in Him
; but rather

there is made manifest the idea of love in its universality,
—

the Absolute, the spirit of truth, in the element and in the form

of sentiment. The expression of love, also, is generalized in

proportion to the universality of its object, and in this ex-

pression, therefore, the subjective concentration of the heart

and soul does not become the essential thing ; just as, though
iu a wholly different relation, the general idea, and not the

subjective side of the individual form and sentiment, was

given an important significance among the Greeks in the an-

cient Titanic Eros and in Venus Urania. Only when, in the

representations of Romantic Art, Christ is comprehended rather

as at the same time an individual person, absorbed in himself,

does the expression of love appear in the form of subjective

internality, though, indeed, always elevated and supported by
the universality of its content.

b. But the subject most accessible and most favorable to

religious Romantic phantasy is the love of the Virgin Mary. —
Maternal Jove. Eminently real, human, it is also wholly spir-

itual. It is disinterested, purified from all desire, is non-sen-

suons and yet present ; it is internality absolutely satisfied

and happy. It is a love without longing ;
and yet it is not

friendship, for friendship, however deeply tender it may be,

still demands a return,— an essential object as ground of

the friendly union. Maternal love, on the contrary, apart
from any reference to ulterior aims or interests, possesses an

immediate basis in the natural bond of connection between

mother and child. Here, however, the love of the mother is

limited just as little on the side of nature. In the child,

whom she has borne beneath her heart, to whom in sorrow

she has given birth, Mary possesses the complete knowledge
and sentiment of herself. And this same child, the blood of

her blood, stands, again, high above her
;

and yet this

higher Being belongs to her, and is the object in which she

forgets herself and likewise attains to her own complete

being. The natural internality of maternal love is thoroughly
8
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spiritualized ;
it has the divine for its peculiar content, but

this divine quality remains latent (leise) and unknown, won-

dronsly interwoven with natural unity and human sensibility.

It is blissful maternal love, and pertains only to this one

mother, who is first and last in the possession of this happiness

(in its full measure). This love is, indeed, not without grief,

but the grief is only the sorrow of the loss, the mourning
over the suffering, dying, dead son

; and, as we shall see at a

later stage, does not pertain to injustice and torture inflicted

from without, or to the endless conflict with sin, to the pain and

torment of repentance' and expiation. Such internality is here

spiritual beauty ;
it is the ideal, the human identification of

man with God, with the spirit, with truth ; it is a pure forget-

ful ness, a complete cancellation of self, and yet, in this for-

getfulness, it is thoroughly (von Hause aus) one with that in

which it is merged, and this united beino; now realizes a bliss-

ful contentment.

In such fine form does maternal love,— this image, as it

were, of the spirit,
— enter into Romantic Art in place of the

spirit itself, for it is possible for art to seize spirit only in the

form of sentiment, and the sentiment of the union of the in-

dividual with God is present in the most original, most real,

and most lively manner only in the maternal love of the Ma-

donna. It must, of necessity, enter into art if the ideal, the

affirmative, satisfied reconciliation, is not to be wanting in the

representations of this circle. There was, therefore, a time in

which the maternal love of the Blessed Virgin pertained in

general to the highest and holiest, and was venerated and rep-

resented as such. But when the spirit brings itself back into

its own element, separated from all natural bases of senti-

ment, back to consciousness of itself, then spiritual mediation

alone, free from such bases, must be considered as the open

(freie) way to truth ;
and hence, in Protestantism, in contrast

with this Madonna-worship of art and faith, the Holy Ghost

and the inner mediation of the spirit has come to be the

higher truth.

c. In the third place, finally, the affirmative reconciliation

of the spirit appears as sentiment in the disciples of Christ,
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in the women and friends who follow Him. These are for the

most part characters who, in the hands of their divine Friend,

have become penetrated by the rigor (Harte) of the idea of

Christianity, and who, without having experienced the outer

and inner torment of conversion, have become strengthened

and enlightened through the friendship, the doctrine, and the

exhortation of Christ. Thus they remain steadfast. From

these, indeed, the immediate unity and internal quality of

maternal love is, without doubt, quite separate ; but the bond

of unity is here also the presence of Christ, the custom of

living in community, and the immediate attraction of spirit.

III. The Spirit of the Church.

1. Martyrdom. — 2. Repentance and Conversion.— 3. Miracles and Legends.

When we come to the transition into a final sphere of this

circle, we find that this can be joined on to what has already
been said concerning the history of Christ. The immediate

existence of Christ, as this individual man who is God, conies

to be posited or assumed as caucelled. That is, in the mani-

festation of God as man, it becomes evident that the true

reality of God is not immediate being, but rather that it is

spirit. The reality of the Absolute as infinite subjectivity is

only the spirit itself; God is present only in knowledge, in

the element of the internal. This absolute existence of God,
as no less ideal than subjective universality, does not, there-

fore, limit itself to this individual, who, in His history, has

brought to light (zur Darstellung) the reconciliation of human
with divine subjectivity, but extends itself to the human con-

sciousness reconciled with God ;
in general, to humanity ,

which exists as many individuals. For himself, however,

taken as individual personality, man is doubtless not immedi-

ately divine. On the contrary, he is precisely the finite and

human
;
and the human only arrives at reconciliation with

God in so far as it actually posits itself as negative,
— and, vir-

tually, it is negative,
— and thus cancels itself as the finite. It

is through this deliverance from the imperfections of fiuitude

that humanity for the first time conies to itself, or recognizes
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itself (ergiebt siclt), as the external and present existence of

the Absolute Spirit: as the spirit of the Church, in which the

union of the human with the divine spirit is completed within

human actuality itself, as the real mediation of that which vir-

tually— that is, according- to the idea of spirit
— is originally

in unity.

The principal forms which are to be considered of impor-

tance, with respect to this new content of Romantic Art, may
be presented in the following divisions :

The individual subject or person who, estranged from God r

lives in sin and in the conflict of immediacy, and in the in-

completeness (Uedurftigl'eit) of the finite, has the infinite

destination of coming into reconciliation with itself and with

God. But since, now, in the history of redemption through
Christ, the negativity of immediate unity has proved to be the

essential moment or element of the spirit, it becomes evident

that the individual subject or person can elevate himself to

freedom and peace in God only through the transformation or

the natural and of finite personality.

This elevation of finitude appears here under a threefold

form .

1. First, as the external repetition of the history of the

Passion, which presents itself under the form of actual bodily

suffering,
— as martyrdom.

2. Secondly, it is exhibited as a transformation produced in

the inner nature of the soul,— as internal mediation through

awakening, repentance, and conversion.

3. Thirdly, and finally, the manifestation of God in earthly

actuality is comprehended in such a way that the ordinary
course of nature, and the natural form of other events, are

cancelled, and the power and presence of the Divine become

manifest
;
whence the miracle acquires the form of an actual

occurrence.

1. Martyrs. — The first manifestation in which the spirit of

the Church proves itself to be actual in the human subject or

person consists in this: That man reflects in himself the

divine process, and reproduces the eternal history of God.

Here, again, vanishes the expression of immediate affirmative
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reconciliation, since now man must secure reconciliation

through the cancellation of his finitude. Hence that which,

at the first stage, constituted the central point, here appears
in greatly enhanced proportions ; for the destruction of the

hypothesis of the inadequacy and unworthiness of humanity,
now assumes importance as the highest and exclusive task.

a. The peculiar content of this sphere is, therefore, the en-

durance of sufferings imposed by cruelty, as well as individual

resignation, sacrifice, privation, self-imposed for the sake of

being in want ; for the sake of arousing every species of suf-

fering, agonies, and torments, that by this means the soul

may become purified, and may feel itself to be at length whole,

contented, and happy in its heaven. This negativity of pain

becomes, in martyrdom, an end in itself, and the greatness of

the glorification is measured by the dreadful ness of that which

the man has suffered and the tearfulness of that which he has

overcome. The first thing now which, in the uncompleted
inner nature of the person, can be posited or assumed as neg-
ative in relation to his alienation from the world and to his

sanctification , is his natural existence, his life, the satisfying
of the primary necessities of existence. Bodily suffering,

therefore, constitutes the principal object of this circle. In

part, such suffering was imposed upon the faithful by enemies

and persecutors of the faith through hate and desire for ven-

geance ;
in part, it was voluntarily assumed (vorgenommen),

with a view to escape from individual inclination, through total

abstraction. Here, in the fanaticism of endurance, man ac-

cepts both, not as injustice, but as blessing. For through

suffering alone can the tyranny of the flesh— esteemed as

altogether sinful— be broken, the obduracy of the heart and
the soul be subdued, and reconciliation with God be attained.

In so far, however, as in such situations the conversion of

the inner nature can be represented only in that which shocks

us, and in the ill treatment (Mishandlung) of the external, in

like degree is the sense of the beautiful likely to be perverted
or destroyed. Hence the objects of this circle constitute a

very dangerous material for art ; for, on the one hand, the in-

dividuals must be represented as of a wholly other class than
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was required in the history of the sufferings of Christ. They
must be represented as actual, particular individuals, marked
with the stamp of temporal existence, and in the infirmity of

finitude and of the natural state. On the other hand, the

torments and unheard-of atrocities, the destruction and dis-

location of limbs, bodily torments, the modes of execution,—
such as decapitation, roasting over a slow fire, burning at the

stake, boiling in oil, breaking upon the wheel, etc.,— all these

are hideous, revolting, disgusting, external appearances whose

separation from beauty is too great to admit of their being
chosen by a sound art as the objects of its representations.

The mode of treatment of the artist may, indeed, be excel-

lent, so far as the execution is concerned
;
but the interest for

this excellence is always related only to the subjective side,

which, though it may seem to be in accordance with the rules

of art, nevertheless struggles in vain to bring its material com-

pletely into harmony with itself.

b. Hence the representation of this negative process de-

mands still another moment or element, which rises above

this torment of body and soul and turns toward affirmative

reconciliation. This is the reconciliation of the spirit in

itself, which, as aim and result, has been attained through tor-

ments endured to the end. In this sense, martyrs are the

conservers of the divine, in opposition to the rudeness of ex-

ternal tyranny and the barbarity of unbelief. For the sake of

the kingdom of heaven the}'' endure pain and death ; and this

courage, this strength, perseverance, and blessedness, must,

in like degree, be manifest in them. Still, this internality of

faith and of love, in its spiritual beauty, is by no means a spirit-

ual health, which gives perfect soundness to the body ;
it is

rather an internality which has been thoroughly wrought upon

by suffering, or which comes to light in the midst of sorrow,

and which still contains within it, as something peculiarly

essential, the moment or element of pain. Painting, espe-

cially, has frequently chosen such piety as the object of its

representations. The chief task of painting, then, consists

in the expression of the blessedness of the martyr in con-

trast with the revolting laceration of his flesh
;
and this ex-
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pressiou must appear simply in the features of the counte-

nance,— in the look, etc.,— as resignation, as triumph over

pain, as satisfaction in the attainment and increasing-realiza-

tion (Lebendigwerden) of the Divine Spirit in the inner being
of the person. If, on the contrary, sculpture attempts to pre-

sent such content to view, it is found to be less suited to rep-

resent concentrated internality in this spiritualized way, and

must, therefore, reject the painful, the distorted
( Verzerrte),

in so far as this announces itself as developed in the corporeal

organism.
c. But, in the third place, the side of self-denial and en-

durance concerns, at this stage, not only natural existence

and immediate finitude, but directs the aim of the soul to-

ward heaven, in a degree so extreme that the human and

earthly, even when it is itself of a moral and rational type

{Art), comes to be despised and rejected. Here, indeed, the

idea of the conversion of the spirit is made vital and active bv

the spirit within itself; and the more uncultured the spirit is,

only so much the more barbarously and abstractly does it turn

itself with its concentrated force of piety against everything
which, as finite, stands in opposition to this in-itself-simple

infinitude of the religious sense
; against every particular sen-

timent of humanity : aguinst the many-sided inclinations,

relations, circumstances, and duties of the heart. For moral

life in the family, the ties of friendship, of blood, of love, of

the state, of vocation,— all this pertains to the worldlv
;
and

the worldlv, in so far as it is here still unpervaded by the

absolute conceptions of faith, and is not developed to unity
and reconciliation with the same, appears to the abstract inter-

nality of the believing soul to be excluded from the circle of

its sentiments and duties, and to stand in opposition thereto

as something in itself nugatory, and, therefore, as hostile and

hateful to piety. The moral organism of the human world,

therefore, is not as yet respected, since the phases (Seiten)
and duties thereof are not as yet recognized as necessary,
authorized links in the chain of an actuality in itself rational, in

which nothing can with impunity be elevated in one-sided

fashion to an isolated independence, nor yet can it be sacri-
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ficecl, but must be retained as a valid moment or element. In

this respect, religious reconciliation itself remains here merely

abstract, and shows itself in the simple heart as an intensity

of faith without extension,— as the piety of the solitary soul

which has not yet progressed to a universally developed con-

fidence in, and to an intelligent, comprehensive certainty of

itself. When, now, the force of such a soul places itself

resolutely in opposition to worldliness, considered merely as

negative, and forcibly separates itself from all human ties,

though they be originally the strongest, it must be evident

that this is a crndeness of spirit and a barbarous tyranny of

abstraction which can only repel us. We would, therefore,

in accordance with the standpoint of our present conscious-

ness, honor and revere the religious spirit (Iteligidsitat) in

such representations ; but when piety proceeds so far that we

see it wrought up to the point of violence against what is in

itself rational and moral, we are no longer able to sympathize
with such fanaticism of sanctity ; but, on the contrary, this

species of renunciation, so far as it repels from itself, destroys

and crushes what is in and for itself justified and hallowed,

must appear to us as immoral, and as contradicting the true

religious spirit. Of this class are many legends, tales, and

poems. For example, the story of a man avIio, full of love for

his wife and family, and loved in return by all belonging to

him, left his house, wandered about as a pilgrim, and, return-

ing at length in the disguise of a beggar, refrained from

making himself known. Alms were given him, and, out of

compassion, a small space was granted him under the stair-

way for his dwelling-place. Thus he lived for twenty years

in his own house, beholding, the while, the sorrow of his

family respecting himself, and only at last in his dying mo-

ments revealing himself to them. This monstrous caprice of

fanaticism we are called upon to venerate as sanctity. Such

persistence of renunciation may well remind us of the ex-

quisiteness of the torture to which the Hindu likewise freely

submits himself for religious ends. Still, the endurance of

the Hindu has an altogether different character. With that

people, indeed, man puts himself into a state of obtuseness and
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unconsciousness, while in our world it is pain, and purposed
consciousness and keen sense (Empfindung) of pain that

constitutes the precise aim
;
for here it is by this means that

greater purity is thought to be acquired ;
and the degree of

the purity will, it is believed, be the greater the more closely

the suffering is bound up with the consciousness of worth and

of the love for renounced kindred, and with the constant view

of the renunciation. The richer the heart is which imposes
such proof upon itself, the more noble the possession which it

bears within itself, and which it yet believes itself bound to

condemn as nugatory, and to stamp as sinful, by so much the

more cruel (detto hdrter) is the state of non-reconciliation,

which may produce the most fearful convulsions and the wild-

est dissensions. According to our conception, such a soul,—
which is at home in a visionary rather than in a real world, as

such, and which, therefore, also feels itself lost in the sub-

stantially valid realms and aims of this definite actuality, and

in spite of the fact that it is completely contained and in-

volved therein, still looks upon these customary affairs as

negative in relation to its own absolute character (Bestim-

mung),— such a soul, in its self-imposed suffering no less

than in its resignation, must appear to us insane ; so that we
can no more feel sympathy for it than we can bring about its

elevation out of this state. Such deeds have no aim possess-

ing any further validity or content than what pertains exclu-

sively to the individual himself, separate and apart from all

others. His only aim is to secure the salvation of his own

soul, to make sure of his own happiness. But whether this

particular one should be happy or not is a matter of concern

to very few.

2. Repentance and Conversion.— The opposite mode of

representation in this sphere withdraws, on the one hand, from

the external torment of the corporeal nature ; and, on the

other, from the negative tendency against what is in itself jus-
tified in worldly actuality, and thus wins, in respect both to

its content and its form, a basis commensurate with ideal

art. This basis is the conversion of the internal nature, which

is now expressed only in its spiritual pain, in the conversion
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of the soul. Thus, in the first place, the perpetual barbarity
and frightfulness of the torment of the body falls into abey-
ance

; and, secondly, the barbarous phase of the religious
sense of the soul no longer holds itself steadfastly in opposi-
tion to the customs of humanity, in order that it may, in the

abstraction of its pure intellectual satisfaction, violently tread

beneath its feet every other class of enjoyment in the sorrow

of an absolute renunciation, but puts itself in opposition to

that alone which in human nature is, in fact, sinful, criminal,

base. It is a high assurance that faith— that tendency of

the spirit itself towards God— is able to undo the accom-

plished deed?even when it is sinful and criminal
;
to make of

it something foreign to the individual, to wash it quite away.
This withdrawal from the evil, from the absolutelv negative,

which becomes actual in the individual after the subjective

will and spirit, once become base, has now despised and

destroyed itself;— this return to the positive, which is now
established as the only actual sphere in contradistinction to

the earlier existence in sin,
— is the true infinite power of relig-

ious love, the presence and actuality of the absolute spirit in

the individual itself. The feeling of the strength and persis-

tence of the individual spirit (which through God, to whom it

turns, overcomes evil, and in so far as it mediates itself with

Him, knows itself to be one with Him) gives, then, the satis-

faction and happiness of perceiving (anzuschauen) God as

indeed absolute other, in contradistinction to sin and tempor-

ality, and yet of knowing this infinity at the same time as

identical with me as this person, of bearing within myself this

self-consciousness of God as my Ego, my self-consciousness,

so certainly as I am myself. Such transformation ( Umkehr)
takes place, it is true, wholly in the internal nature, and

belongs, therefore, rather to religion than to art
;
while never-

theless it is the internality of the soul which, for the most

part, seizes upon this act of conversion, and can also shine

through the external, so that the art of visible representation
—

painting
—

acquires the right to make use in its representa-

tions of such process-of-conversion (JJekehrungsgeschichte).

If, however, it represents completely all the particulars which
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lie in such process-of-conversion, then many things which are

ugly mav enter along with them, for in this case the criminal

and repulsive must also be set forth
; as, for example, in the

story of the Prodigal Son. Hence the most favorable condi-

tions for painting, in such case, will be to concentrate the con-

version alone upon a single figure (Bihle), without further de-

tails of criminality. Of this class is the Magdalene, which is

to be numbered among the most beautiful objects in this

circle, and which has, especially by Italian masters, been

treated exquisitely and in strict accordance with art. She ap-

pears here both spiritually and physically as the beautiful sin-

ner, in whom sin and repentance are equally attractive. Still,

neither in respect of sin nor of holiness is it then taken

so seriously. To her much was forgiven (verziehen), for she

loved much. For her love and her beauty she is forgiven (ist

ihr verziehen), and the pathetic phase of it consists in this:

that she makes an accusing conscience of her love, and lets

fall tears of anguish in the beauty of a soul full of tender

sensibility. Her error is not that she has loved so much;
but this is, if possible, her more beautiful and more touching
error : that she should still believe herself to be a sinner ;

since now her highly sensitive beauty only presents the con-

ception that she has become noble and pure in her love.

3. Miracles and Legends. — The last side, which is con-

nected with the two preceding, and which may be esteemed

of importance in both, has reference to the miracle, which, in

general, plays an important role in this entire circle. In this

connection, we can point to the miracle as the process of con-

version of immediate natural existence. Actuality lies open
to view as an ordinary accidental existence ; this finite beino-

is in contact with the divine, which, in so far as it immediately
concerns things wholly external and particular, casts them

asunder, transforms them, and makes of them something
wholly different,— interrupts the natural course of things, as

men are accustomed to say. Now, the soul, as amazed by
such unnatural phenomena (in which it thinks to recognize
the presence of the divine) and constrained to represent them
in its finite imagination, constitutes one of the chief elements
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of many legends. In fact, however, the divine can affect and

govern nature only as reason, as the unchangeable laws of

nature itself which God has implanted therein, and the divine

cannot permit itself to manifest itself immediately in particu-

lar circumstances and events which interrupt natural laws
;

for the eternal laws and properties (Bestimmungen) of reason

alone pervade nature and operate therein. With respect to

this side, legends frequently proceed without constraint

(JVoth) into the abstruse, insipid, senseless, ridiculous, on the

ground that spirit and soul must be moved to faith in the

presence and actuality of God by what is in and for itself the

irrational, false, and undivine. Emotion, piety, conversion

can indeed, then, still be of interest, but it is only the one

side— the internal; so soon as it comes into relation with

other and external objects, and this other conies to effect the

conversion of the heart, then the external cannot be in itself

something absurd and irrational.

These may be considered the chief moments of the sub-

stantial content which, in this circle, is of importance as the

nature of God, and as the process through which and in which

it is spirit. It is the absolute object which art does not create

and reveal from and by itself, but which it has received from

religion ; and, with the consciousness that this is the truth in

and for itself, art now approaches it in order to express and

represent it. It is the content of the believing, longing soul,

which is itself potentially the infinite totality ;
so that now

the external remains more or less external and indifferent,

without coming into full harmony with the internal, and hence

frequently develops into an adverse material not thoroughly

within the grasp of art.



CHAPTER II.

CHIVALRY

As we have already seen, the principle of subjectivity, in

tself infinite, has, at first, for the content of faith and art,

the Absolute itself, the spirit of God as it mediates and recon-

ciles itself with human consciousness, and which thus first

trulv acquires existence for itself. This Romantic mysticism,
while it limits itself to felicity in the Absolute, remains an

abstract internality, since it places itself in opposition to

the worldly, and rejects the same, instead of pervading it and

accepting it affirmatively in itself. In this abstraction, faith is

separated from life, removed from the concrete actuality of

human existence, from the positive relations of men to one

another, for it is only in faith, and because of faith, that thev

know and love one another as being identical in a third, i.

e., in the spirit of the church. This third is alone the clear

source in which their image is reflected, while nevertheless

man does not, as yet, immediately confront man eve

to eye, does not enter into immediate relations" with others,

does not experience (empjindet) the unity ot love, of confi-

dence, of reliance, of aims and deeds, in a more concrete vi-

tality. "Whatever the hope and longing of the internal may
evoke, man does not recognize it in his abstract religious in-

ternality otherwise than as life in the kingdom of God, in fel-

lowship with the church ; so that this identity, which exists in

a third, he has not called forth within the depths of his own

consciousness, and hence what he is in his concrete self he

does not yet have immediately present to himself in knowl-

edge and will [in the person of] another. The whole religi-

ous content, therefore, may indeed assume the form of actual-

ity, but it still exists only in the internality of the imagi-

nation, which consumes the living, expanding actual— existence

{Daseyn), and is far removed from satisfying the higher de-
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mand of bringing its own life (tilled as it is with the worldly
and unfolded to actuality) into the realm of life properly

speaking.
The soul, which was at first complete in its mere simple

state of felicity, has thence to depart from the paradise (Him-
melreich) of its substantial sphere to look in upon itself, and

to arrive at a present content which belongs to the individual

as individual. Hence, the earlier religious internality now
comes to be of a worldly order. True, Christ said: "Ye
shall leave father and mother, and follow me." And again:
" Brother shall hate brother

; they will crucify you and perse-

cute you," etc. But, if the kingdom of God has secured a

place in the world, and is able to pervade and thus to purify

worldly aims and interests
;
if father, mother and brother, are

in peace and communion, then the secular
( Weltliche) begins

on its part to assume the claim and to obtain the right of ac-

ceptance. This right once vindicated, the negative attitude of

the at first exclusively religious soul against the human, as

such, disappears, the spirit expands, takes a view of its pres-

ent surroundings, and enlarges its actual worldly heart. The

fundamental principle is not changed, the potentially infinite

personality merely turns toward another phase {Sphare) of its

own content. We can describe (bezeichnen) this transi-

tion by saying that the subjective unity comes now, as unity,

to be free for itself, independent of its mediation with God.

For even in that mediation, in which it divests itself of its

mere narrowness and naturalness, it has passed through the

phase (Weg) of negativity; and now, after having become

affirmative in itself, it steps forth freely as an individual

( Subjekt), Avith the desire (Forderung) to secure, as individ-

ual, complete recognition on the part of self, as well as on

the part of others ;
and this, too, in the individual's own in-

finitude, though this also is at first altogether formal. In this

its subjectivity, therefore, it places the whole internality of

the infinite soul, which hitherto it had conceived to be filled

with God alone.

If now we ask whence, at this new stage, the human breast

in its internality is filled, it may be answered that the content
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has reference only to the subjective infinite relation to self;

the subject or individual is full only of itself, as in itself in-

finite unity, without the further additional concrete unfolding

and importance of a content in itself objective and substantial,

and which consists of interests, aims, and deeds. To speak
more particularly, there are three principal sentiments which,

for the individual, rise to this character of infinitude
; they

are, subjective Honor, Love, and Fidelity. These are not pecu-

liar moral qualities and virtues, but only forms of the self-

filled internality of the individual, which internality is char-

acteristic of the Romantic Epoch. For personal indepen-

dence, for which honor contends (kampft), does not put
itself to the proof as valor in the interest of a common cause,

and at the call of justice in the same realm, nor of probity

( Itechtlichkeit) in private life
;
on the contrary, it enters into

conflict only to secure the recognition and abstract inviolabil-

ity of the individual person (Snbjekt). In the same way
love, which constitutes the central point of this circle, is only
the accidental passion of one person for another, and even

when broadened by the imagination, and deepened through

internality, is still not yet the moral relation of marriage and

the family. Fidelity, indeed, has more of the appearance of

a moral character, since it holds fast not merely upon what is

its own, but upon something higher— upon a common interest :

it even submits itself to another will, to the wish or command
of a master, and thus renounces selfishness, and the inde-

pendence of the special individual will. But the sentiment of

fidelity does not address itself to the objective interests of

society for itself, developed in its freedom to the life of the

state. Rather it attaches itself to the person of the master,

whether he acts in a wholly individual manner in his own

interests, or controls general relations and busies himself re-

specting them.

These three phases, taken together and combined with one

another—apart from religious relations, which may still play a

part therein—constitute the chief content of chivalry, and pre-
sent the necessary progress from the principle of religious in-
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ternality to the entrance of the same into mundane spiritual

vitality. It is in this realm that Romantic Art now gains a

standpoint from which it can develop independently, and at

the same time attain to a freer beauty. For it stands here in

the untrammelled medium between the absolute content ot the

firmly grounded religious imagination ( Vorstellung) on the one

hand, and the many-hued particularity and limitedness of

finitude and temporality ( Weltlichkeit) on the other. Among
the special arts it is chiefly poetry which has known how to

seize upon this material in the most appropriate manner, since

it is especially capable ofgiving expression to self-occupied in-

ternality, and its aims and the events belonging thereto.

Since now we have before us a material which man takes

from his own breast, from the world of the purely human, it

might seem that Romantic Art here stands upon the same ground
with Classic Art. This is, then, the appropriate place for com-

paring and contrasting these two forms with one another. We
have already pointed out Classic Art as the ideal of objective

humanity, so far as this is true in itself. Its imagination re-

quires as the central point of its subject-matter something of

the more substantial order, and which contains a moral pathos.

In the Homeric poems, in the tragedies of Sophocles, and of

iEschylus, the action has reference to interests of a wholly pos-

itive import ( Gehalt), to a relentless attitude of the passions

in the same, to a fundamental eloquence, and amplification

commensurable with the thought of the content
;
and above

the circle of the heroes and forms, who are individual and inde-

pendent only in such pathos, stands a circle of divinities of still

more exalted objectivity. Even where art becomes more sub-

jective in the limitless phantasies (Spieleu) of sculpture— for

example, in bas-reliefs, in the later elegies, epigrams, and other

charms of lyric poetry
— the mode of representing the object is

in greater or less decree given through the object itself, since

this already has its objective form. The images of the imagi-

nation which appear here are fixed and definite in their char-

acter—as for example, Venus, Bacchus, the Muses. So in

later epigrams they are descriptions of immediate objects,
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which, like familiar flowers, come to be woven into a garland,

as was done by Meleager, and which, through the sentiment,

acquire a bond of rich significance. It is a cheerful activity in

a house richly provided with all gifts and images, and filled

with implements adapted to every purpose. The poet, the

artist, is only the magician who calls forth, combines, and

groups these images.

Quite otherwise is it in Romantic poetry. In so far as it is

secular, and does not stand immediately within the domain of

sacred history, the virtues and aims of its heroism are not

those of the Greek heroes, whose morality nascent Christianity

looked upon as only glaring vices. For Greek morality

presupposes the developed actual presence of humanity,
in which the will (as it must give proof of itself in and tor

itself according to its idea) has arrived at a definite content,

whose actualized relations of freedom are of absolute value.

These are the relations of parents and children, of marriage, of

the citizens of a town or state in their realized freedom. Since

this objective content of the process (des Handels) of the de-

velopment of the human spirit belongs to the positively recog-
nized and established foundation of the natural, it can no longer

correspond to that concentrated internality of the religious

[character] which strives to destroy the natural side of hu-

manity. It must, therefore, give way to the opposite virtue of

humility, of the surrender of human freedom, and of estab-

lished tranquility. In their abstract attitude, the Christian

virtues destroy the worldly and make the individual spirit (das

Subjekt) free only when it absolutely renounces itself on the

side of its humanity. The subjective freedom of the present
circle is, indeed, no longer conditioned through mere endur-

ance and sacrifice, but is affirmative in itself, in the secular

world. Still, as we have already seen, the infinite character of

personality has for its content simply internality as such
;

simply the subjective soul, self-active within itself, as its own

completely self-centred temporal (weltliche) ground. In this

respect poetry here has before it no preconceived objectivity,
no mythology, no sculptured images and forms, which lie

ready at hand for its expression. It stands forth free, with-

9
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out material, purely creative and productive. It is like the

bird, which pours forth its song freely from its own breast.

But even if this subjectivity is also [possessed] of a noble will

and profound soul, caprice and accidentally nevertheless ap-

pear in its deeds, and their relations and existence
;
for freedom

and its aims, with respect to moral, but still substanceless

[or undeveloped] content, proceed from reflection into self.

Hence we do not find in the individual a special pathos in the

Grecian sense, and along with this a lively independence of in-

dividuality, concentrated in the highest degree, but far rather

only a species of heroism in respect to love, honor, valor,

fidelity
—a species in which distinctions are introduced for the

most part by the baseness or the nobility of the soul. . What,

however, the heroes of the Middle Ages have in common with

the heroes of antiquity is valor. Still even this acquires here

a wholly different character (tStellung). It is not so much the

natural courage, which relies upon sound capacity, and upon
the force of body and will, undiminished by culture, and which

serves as a support for the accomplishment of objective in-

terests
;
but it proceeds from the internality of the spirit, from

honor, from chivalry, and is in everything fantastic, since it

takes upon itself the adventures of internal caprice and the ac-

cidentality of external complications, or the impulses of a

mystic piety, and in all corresponds to the subjective intensity

(Beziehung) of the individual.

Now this form of Romantic Art is at home in two hemis-

pheres ;
in the Occident, this land of the descent (Niedergange)

of the spirit into its own subjective inner nature, and in the

orient, where is accomplished the first expansion of conscious-

ness in the process of its self-enfranchisement from the finite.

In the Occident poetry rests upon the soul, which has with-

drawn into itself, and has thus itself become the central point

for itself ;
and which, nevertheless, esteems (hat) its earthly

state ( WeltlichkeW) only as the one part of its destiny (Stel-

lung'), as the one side, superior to which stands a still higher

world of faith. In the Orient it is chiefly the Arab, who, with

nothing immediately before him but his arid deserts and his

cloudless sky, first appears as a bright point full of vitality in
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the glow and primitive extension of worklliness, and thus at

the same time still preserves his own freedom. In general, in

the Orient, it is the Mahometan religion which has, as it were,

pnriiied the ground, driven out all idolatrous reverence of fini-

tude and objects of the imagination, but which has given to

the soul a subjective freedom which completely tills it. Hence

the temporal here does not constitute a merely other-sphere,

but vanishes in the universal unrestrainedness (ungebunden-

heW) in which heart and spirit, without representing God ob-

jectively, are reconciled within themselves in a happy vivacity,

and, like mendicants, theoretical in the glorification of their

objects, gladly enjoying and loving, are contented and happy.

/. Honor.

1. — Idea of Honor. — 2. Susceptibility of Honor. — 3. Reparation.

The motive of honor was unknown to ancient Classic Art. In

the Iliad, indeed, the anger of Achilles constitutes the content

and moving principle, so that the whole further progress is de-

pendent upon it, but what we understand in the modern sense

of honor is not comprehended here. Achilles finds himself es-

sentially offended only in the fact that the actual share of booty
which belongs to him, and which is the reward of his valor

(Ehrenbelohnung), his r-,"az, is taken from him by Agamem-
non. The o tie nee here has reference to something real, to a

gift, in which, it is true, there also lies a personal distinction,

a recognition of glory and valor; and Achilles is enraged be-

cause Agamemnon treats him unworthily, and does not render

him due respect in the presence of the Greeks ; but the olfense

does not involve the highest point of personality, as such.

Achilles is again satisfied with the return of the prize which

has been forcibly taken from him, with the addition of other

gifts and goods. Agamemnon, again, does not refuse this rep-

aration. And yet, according to our modern conceptions,

both were insulted in the grossest manner. They have only
become angry with one another through violent language. The

particular positive offence,however, is cancelled along with the

cancellation of its particular, positive cause.
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1. Romantic honor, on the contrary, is of a wholly differ-

ent class. Here the offence does not relate to positive, real

value— to property, position, duty, etc.— but to personality
as such, and to its conceptions of itself, to the value which

the individual ascribes to himself. At the present stage, this-

value is infinite in the same degree, and in the same sense in

which the individual (Snbjekt) himself is infinite. In honor,,

therefore, man has the first affirmative consciousness of his

infinite subjectivity, independent of the content belonging-

thereto. At this stage, whatever the individual possesses
— it

may be only what constitutes in him something wholly par-

ticular, and of which the mere loss may not affect him in the

least— in that, nevertheless, is involved, through honor, the

absolute value of his entire subjectivity, and it is apprehended

(vorgestellt) in this sense for itself and for others. Besides,

the measure of honor does not proceed from what the person
is actually, but from what he is in his own estimation. But

the imagination develops every particular to the point of uni-

versality ;
so that my personality lies in this particular

object, which belongs to me. It is the custom to say that

honor is a mere appearance (Schein). Undoubtedly this is-

true ; but, in accordance with the present standpoint, it is far

rather to be understood as the appearance and reappearance
of subjectivity in itself, which is still infinite, since it is the

appearance, or semblance, of what is in itself infinite. Even

through this infinitude, the appearance of honor becomes the

essential outer-existence of the individual— his highest actual-

ity
— and each particular quality in which honor manifests it-

self, and which it thus makes its own, is itself, through this

appearance, already raised to an infinite value. Thus con-

ceived, honor constitutes one of the fundamental character-

istics of Romantic Art, and has the pre-supposition that

man has separated himself from the merely religious im-

agination and internality in just the same degree that he has

entered into living actuality, and that it is in the substance

{Stoffe) of this actuality that he now brings himself into

existence, in his purely personal independence and absolute

value.
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Honor can now have the most manifold content. For all

that I am, all that I do, all that is done by others concerning

me, all involve my honor. I can, therefore, make a point of

honor of the absolutely substantial itself— of fidelity to the

prince, to the fatherland, of my vocation, of the fulfilment of

parental duties, of conjugal fidelity, of just dealings in business

affairs, of conscieuciousness in scientific investigations, etc.

Still, forthe point of view of honor, all these relations, legitimate

and true in themselves, are sanctioned and recognized, not on

their own account, but rather through this : that I invest them

with my own subjectivity, and thus admit them to the rank of

affairs of honor. In all things, therefore, the man of honor

thinks first of himself, and.not whether this or that thing is or

is not right, in and for itself. Rather, the question is, whether

a given object is proper and serviceable for him— whether

it is consistent with his honor to take part in, or to hold him-

self aloof from, an affair in question. Thus he can commit the

most reprehensible acts, and still remain " a man of honor."

Thus, too, he creates capricious aims— presents himself in a

certain character— and thus brings himself, in company with

others, into obligation to that which, in itself, has no con-

gruity ( Verbindlichkeil) or necessity. For it is not the affair

itself, but the subjective imagination, which strews the way
with difficulties and embarrassments, because it has become a

point of honor to maintain to the end a character once

assumed. So, for example, Donna Diana held it to be incon-

sistent with her honor ever to acknowledge the love which she

felt, because she had acquired the reputation of never giving
love a hearing. In general, therefore, the content of honor

remains exposed to accidentally, since it derives value only
from the person, and not from the essentiality immanent in it-

self. Hence, in Romantic representations we see expressed as

law of honor that which is valid in and for itself, because ( willen )

the individual joins on to the consciousness of right the infi-

nite self-consciousness of his own personality. That honor

should demand or prohibit anything, then, means simply
this : that the whole subjectivity puts itself into the content of

this demand or prohibition, so that a transgression cannot
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be forgiven, made good, or compensated for, by, peradven-

ture, a transaction
;
and the person can now give a hearing to

no other content. On the other hand, honor can become

something altogether formal and empty, in so far as it con-

tains nothing but my mere abstract (tivckenes) ego, which for

itself is infinite ; or it may assume a wholly evil content as

obligatory in itself. In this case honor, especially in dramatic

representations, remains a thoroughly cold and dead object,

since its aims do not then express an essential content, but

only an abstract subjectivity. Now, however, no other con-

tent than that which is in itself substantial has necessity ;
none

other permits itself to be explained in accordance with this its

manifold relations, and to be brought into consciousness as

something necessary.

This lack of a deeper content appears especially when the

subtlety of reflection upon what is virtually accidental and

insignificant, and which may happen to be in contact with the

subject, becomes involved in the affairs
( Umfang) of honor.

There is then never any lack of material, since this subtlety

analyzes with the utmost nicety of discernment
( Unterschei-

dungsgabe) ;
and thus many phases, which, taken for them-

selves, or independently, are wholly indifferent, are brought

to light, and constituted objects of honor. The Spaniards

especially have developed in their dramatic poetry this casuis-

trv of reflection upon points of honor, and have placed it as

argumentation in the mouths of their heroes of honor. Thus,

for example, the fidelity of the wife, even in the most trivial

circumstances, may be made the subject of searching investi-

gation ;
and even the mere suspicion of another, nay even the

mere possibility of such a suspicion, even though the man

may know that the suspicion is false, becomes an object of

honor. Should this lead to collisions there lies in the car-

rying out of the same no satisfaction, since we have before us

nothing substantial ;
and hence, instead of the allaying (Beru-

higung) of a necessary conflict, even the successful issue of

such a collision can only be a painful, depressed state of feel-

ing. In French dramas also if is often barren honor, for itself

whollv abstract, which is esteemed as the essential interest.
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But still more is Fried rich von Schlegel's Alarkos this vir-

tually ice-cold and dead product. The hero murders his noble,

loving- wife ; and wherefore ?— for the sake of honor— and this

honor consists in this : that he may marry the king's daughter

(for whom he entertains no passion), and may thus become

the son-in-law of the king. This is a despicable pathos, and

an ill-conception which would, forsooth, expand itself to some-

thing hisrh and infinite.

2. Now since honor is not merely an appearance in myself,

but must also exist in the conception and recognition of

another, who again on his side may demand the same recogni-

tion of his honor, it is evident that honor is something abso-

lutely vulnerable. For in how far and in respect to what I

will extend the demand rests purely in my caprice. In this

respect the slightest error can be of significance to me ;
and

since man, in concrete actuality, stands in the most manifold

relations with a thousand things, and may extend infinitely the

circle of objects which he will account his own, and in which

he will place his honor, so, with the independence of the indi-

vidual and his rude isolation, which likewise lies in the princi-

ple of honor, there is no end of strife and contention. Besides,

with the wounding, as with honor generally, nothing happens
to the content in which I chance to feel myself injured, for

that which is negated concerns the personality which has made
such content its own, and now considers itself to be seized

upon (angegriffen) as this ideal, infinite point.

3. Thus every offence against honor is looked upon as

something in itself infinite, and can therefore be atoned for

only in an infinite manner. There are indeed also many de-

grees of offence, and just as many degrees of satisfaction
;
but

what in general I take as an offence in this circle, in how far I

will feel myself injured and will demand satisfaction, this also

depends again wholly upon subjective caprice, which has the

right of going to the length even of the most punctilious re-

flection and irritable sensitiveness. In whatever particular

reparation is demanded, then, the offender must be recognized as

a man of honor no less than myself. For I will [or demand 1

recognition of my honor from the side of the other. But now,
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iu order to have respect (Ehre) for him and through him, he

must esteem me, myself, as a man of honor
;
that is, he must,

in his personality, value me as an infinite [or self-limited]

being, notwithstanding the offence which he has committed

against me, and notwithstanding also my subjective hostility

toward him.

Thus, then, in the principle of honor generally, it is a funda-

mental characteristic that no one can, through his deeds, give

up to another the right over himself; and therefore, whatever

he may have done, whatever [crime] he may have perpe-

trated, still afterward, just as before, he must be considered

as an unchangeable, infinite [self-limited] being, and will be

taken and treated in this quality.

Now, since honor, in its conflicts and its reparations, rests

in this respect upon personal independence which knows itself

to be limited through nothing, but acts (handelt) from within

itself outward, we here again see developed ( hei'ausgekehrt)

the independence of individuality, which constituted a funda-

mental characteristic with the heroic forms of the Ideal. But in

honor we have not only the firm hold upon self, and upon the

activity beyond self, but independence itself is here bound up
with the conception of self, and this conception constitutes the

very essence of honor
;
so that in what is external, and already

existent, honor pictures to itself (vorstellt) its own, and per-

ceives itself therein, in accordance with its own complete sub-

jectivity. Hence, honor is independence reflected into itself,

which independence has, for its essence, only this reflection,

and leaves it wholly accidental whether its content is, in itself,

something moral and necessarv, or something accidental and

insignificant.

27. Love.

The second sentiment which plays a leading role in the rep-

resentations of Romantic Art is Love.

1. If personal subjectivity
— as it presents itself in its abso-

lute independence— constitutes the essential characteristic

in honor, so, and far more, the highest phase of love is

the devotion of the subject or person to an individual of the
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opposite sex, the surrender of his independent consciousness,

and of his individual isolated being (Fiirsichseyn) , which feels

itself to have become thoroughly penetrated with its own

knowledge of itself, for the first time., in the consciousness of

another. In this respect love and honor are contrasted the

one with the other. On the other hand, however, we can also

consider love as the realization of that which already lies in

honor in so far as it is a necessity of honor, when this is itself

recognized, to see the infinity of the one person accepted (auf-

genommen) in another person. This recognition is for the first

time true and complete when my personality is respected by
another, not merely in the abstract, or in a concrete, individ-

ualized, and therefore limited instance, but when, in con-

formity with my entire subjectivity, with all that this is, and

all that it contains in itself as this individual, past, present,

and to be, I pervade the consciousness of another, and consti-

tute his very will and thought, his endeavor and his posses-

sion. For this other lives only in me, as I, in turn, exist only
in him. It is only in this completed unity that the two exist

truly
— each for himself— and in this identity place their

whole souls and the entire world. In this respect it is the

same internal infinity of the subject, or person, which gives to

love its importance for Romantic Art, an importance which is

still further enhanced through the greater wealth here con-

tained in the conception of love.

But, again, love does not, as often happens with honor, rest

upon the reflections and casuistry of the understanding. On
the contrary, its origin is found to be in sentiment. It is thus

that, where difference of sex assumes importance, love pre-
sents the characteristic of a spiritualized, natural-relationship.

Here, however, it is essential only from the fact that in this

relation the subject, or person, develops in accordance with its

own inner nature; [*. e., in accordance] with its ideal infini-

tude (seiner UnendlichJceit in sich nach^. This absorption

( Verloremeyri) of consciousness in another
;
this appearance

of disinterestedness and unselfishness, through which the indi-

vidual, for the first time, again finds himself, and comes to

himself; this forgetfulness of self, so that the lover does not
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exist for himself, does not live and care for himself, but finds

the essence
( Wurzlen) of his own existence in another, and

yet completely enjoys himself in this other, constitutes the

infinity of love. Again, the beauty to be found therein con-

sists especially in this : That this feeling does not remain

merely inclination and feeling, but that the phantasy extends

its world in such measure that all else which, in interests, cir-

cumstances, and aims, previously belonged to actual being
and life, it here elevates to [the rank of] an ornament of this

feeling, draws all into this circle, and only in this respect

assigns to it a value. It is especially in female characters

that love rises to its highest beauty ; for it is in woman that

this devotion, this self-surrender, is the supreme point; for

she concentrates and develops her whole spiritual and actual

life in this sentiment, finds in it alone a content of existence,

and disappears before the blast of misfortune, like a light ex-

tinguished at the first rude breath.

In Classic Art, love appears not in this subjective internal-

ity of sentiment, but rather for the most part only as a sub-

ordinate element of the representation, or again only on the

side of sensual enjoyment. In Homer there is either no great

importance attached to it, or love appears in its worthiest

form— as wedlock in the domestic circle
;
e. g., in the form of

Penelope ; or, as the tender solicitude of the consort and the

mother, as in Andromache
;
or. again, in moral relations. On

the contrary, the tie which unites Paris and Helen is recog-

nized as immoral, and as the primal cause of the disasters and

miseries of the Trojan War. The love of Achilles for Briseis

has little depth of sentiment and internality, for Briseis is a

slave, subject to the will of the hero. In the odes of Sappho,

indeed, the language of love rises to lyrical inspiration, and

yet it is rather the slow, devouring fiame of the blood which

utters itself than the internality of the subjective heart and

soul. On another side, in the charming little songs of An-

acreon, love is a serene universal enjoyment which, without

the infinite sorrows, without this usurpation of the entire ex-

istence or the pious resignation of an oppressed, languishing,

silent spirit, enters heartily and gaily upon immediate enjoy-
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ment as upon an unforbidden {unbefangene) thing, which may
be constituted this way or that war, and with which the im-

measurable importance of exclusively possessing this, and no

other maiden, remains as little regarded as the monkish notion

of renouncing the sexual relation altogether. Similarly, the

high tragedies of antiquity know nothing of the sorrows of

love in the Romantic signification. Especially with JEschylus
and Sophocles, it makes no pretence to essential and indepen-
dent interest. Thus, although Antigone is chosen to be the

bride of Hsemon, and though Hamion himself espouses the

cause of Antigone even in opposition to his own father, and

proceeds to the extreme of destroying himself when he finds

himself unable to save her, he nevertheless presents to Creon

only objective relations, and not the subjective energy of his

own passion, which, in truth, he does not at all experience in

the sense of a modern sincere lover. Euripides, again (for

example, in Phaedra), treats love as a more essential passion.

But here, also, it appears as a reprehensible madness of the

blood, as a sensual passion caused by Venus, who desires to

destroy Hypolitus because he refuses to sacrifice to her. So.

too, in the Venus de Medici, we have a plastic image of love

against which nothing can be said respecting grace and the

perfect execution of the form
;
but the expression of internal-

ity which Romantic art demands of it is wholly wanting. The
same thing is true in Roman poetry, where, after the fall

of the Republic and the relaxation of morals, love appears
more or less as a sensuous enjoyment. On the other hand,

Petrarch, though he himself esteemed bis sonnets as mere

plays of fancy, and imagined that his reputation was really

based upon his Latin poems and works, is really immortalized

by this ideal love (Phantasie-JLiebe), which, under the Italian

sky and in the artistically cultured heart, is closely united

with religion. Dante's inspiration also proceeds from his love

for Beatrice, which, finally, is purified into religious love ;

while his courage and intrepidity arose to a religious artistic-

conception, in which he constituted himself (what no one be-

fore had ever dared do) the world's judge, and assigned men
their places in hell, in purgatory, or in heaven. In contrast
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with this exaltation, Boccaccio represents love partly in its

vehemence of passion, partly as altogether frivolous, and with-

out morality, while he presents to view, in his gay novels, the

customs of his time and of his native land. In the Minnesong,
love is shown to be full of sentiment, tender, without wealth

of phantasy, playful, melancholy, and monotonous. With the

Spanish it abounds in images, is chivalrous, is sometimes

subtle in seeking out and defending its rights and duties, as

personal affairs of honor
;
and here, too, it is fanciful in its

highest brilliancy. With the modern French, again, it is more

gallant, with a tendency toward vanity. It is an artificial sen-

timent which aims at poetic effect, and into the expression of

which there often penetrates much spirit and a sophistic

subtlety rich in significance. Sometimes it is a voluptuous-
ness without passion, sometimes a passion without voluptu-

ousness, a sublimated sentiment and susceptibility full of

reflection. But I must cut short these observations, which,

further extended, would here be out of place.

2. We have now to observe that worldly interest is sepa-

rated into two divisions, for on the one side stands the secular

as such — domestic, civil, and political relations, law, right,

custom, etc.— on the other side, and in opposition to this

positive reality, there germinates in noble, ardent souls, love,

that worldly religion of the heart, which sometimes confounds

(vereinigt) itself with religion in every way— sometimes

places religion beneath itself, and even quite forgets it. It

is this that, while it makes of itself the essential, and even

the sole or highest interest of life, can not only resolve to

renounce all things else and, with the loved one, fly to the

desert, but also, and almost of necessity, to proceed, there, even

to the unsightly, to the very extreme of slavish, cynical sacri-

fice of the worthiness of man
; as, for example, in Katchen von

lleilbronn. It is evident that through this dissolution or

separation the aims of love cannot be attained without collis-

ions. For, aside from love, the other relations of life make

their demands and assert their rights, and must thus run coun-

ter to the passion of love in its pretensions to sovereign rule.

a. The most frequent collision which we have to mention,
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in this respect, is that between Love and Honor. On its side,

honor possesses the same infinity as love, and may assume a

content which will stand as an absolute hindrance in the way
of love. The duty of honor may demand the sacrifice of love.

From certain standpoints, for example, it would be contrary to

honor for one in a higher station to love a woman of lower

rank. The difference of rank is, from the nature of the case,

something necessary and predetermined. If, now, secular

life has not yet been regenerated, through the infinite compre-
hension of true freedom, in virtue of which the individual can

himself choose his condition and determine his vocation,

it is, on the one hand, and in greater or less degree, nature,

birth, which assigns to man his permanent position ; on the

other hand, the distinctions which thus appear are also,

through honor (in so far as this makes of its own position or

rank an affair of honor), held fast as absolute and infinite.

b. But secondly, aside from honor, the eternal, substantial

powers, the interests of the state, love of country, duty to

one's family, etc., enter into conflict with love, and oppose
its realization. It is in modern representations, in which the

objective relations of life have already attained to importance,
that* this collision is an especially favorite one. Here, love,

as an independent and highly important right of the subjective

soul, is placed in opposition to other rights and duties, in

order that the heart may set aside these duties as inferior, or

that it may acknowledge them [as binding], in which case a

struggle ensues between duty, on the one side, and the

violence of passion on the other. The Maid of Orleans, for

example, is based upon this last collision.

c. Thirdly, however, there may be, in general, external

relations and hindrances which oppose love— the ordinary
course of things, the prose of life, unhappy accidents, pas-

sions, prejudices, narrownesses, egotism in others— incidents

of the most manifold kinds. Here are often mingled many
things odious, fearful, degrading, since it is the perversity,
the grossness, the savagery of other passions, which are placed
in opposition to the tender beauty (Seelenschonheit) of love.

It is especially in the dramas, tales, and romances of modern
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times that we frequently see such external collisions, which

interest us chiefly on the side of participation in the sorrows,

the hopes, the ruined projects of the unhappy lovers. The
course of the development moves and pleases, or, in general,

only entertains us, according as it is fortunate or otherwise.

This species of conflict, however, since it rests upon mere ac-

cidentally, is of an inferior order.

3. In all these phases, love contains, without doubt, an ele-

vated character, in so far as it does not remain a mere inclina-

tion toward the other sex
;
on the contrary, a soul that is rich,

beautiful, and noble, presents itself; and this soul, for the

sake of unity with the other, is full of vivacity, activity, cour-

age, and the spirit of self-sacritice. At the same time, how-

ever, Romantic love has also its limits or imperfections. What
is wanting in its content is independent and self-sufficing uni-

versality. It is only the personal sentiment of the special in-

dividual, who shows himself to be tilled, not with the perma-
nent (^ewigen) interests and the objective content of human
existence— with family, political aims, fatherland, duties of

a vocation, of position, of freedom, of religion
— but only

with himself. He seeks only to find himself reflected in

another self— that is, to cause this other to reciprocate his pas-

sion. But this content of formal internality does not truly

correspond to the totality, which must be. a genuinely concrete

individual. In the family, in marriage, in duty, in the state,

the subjective sentiment, as such, and the consequent imme-

diate union with this, and no other individual, is not the chief

object for which effort is made. But, in Romantic love, every

thing is concentrated upon this, namely, that two individuals

experience an affection each for the other. Why it is precisely

this, and no other individual, has its explanation in subjective

peculiarity, or personal preference, in the accident of caprice.

To the man, his beloved appears the most beautiful, and to

the maiden, the one whom she loves appears the most noble

(der Ilerrlichste) of alii n the world ;
and this, notwithstand-

ing the fact that others may find them both altogether ordi-

nary individuals. But since all, or, at least, many, make this

exclusive preference, and since it is not the one supreme
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Venus who is loved, but far rather his own loved one appears

to each a Venus, or perhaps something still superior, it is

evident that there are many who are estimated in the same

way. Hence, each in fact knows that there are many pleas-

ant or good, and even brilliant, women in the world, who all,

or nearly all, find their admirers, adorers, husbands, to whom

they appear beautiful, virtuous, lovely, etc., etc. That the

preference should be given always and absolutely to one, and

only one, is, therefore, a mere private affair of the subjective

heart, and of the individuality or particularity of the person ;

and the immeasurable obstinacy (Hartjuickigkeit) of neces-

sarily finding precisely in this one alone his life, his highest

consciousness, bears the appearance of a boundless caprice of

necessity. In this attitude, indeed, may be recognized the

higher freedom of personality, and its absolute choice ; a free-

dom not merely like that of the Phaedra of Euripides, who is

subjected to the power of a divinity, but which belongs,

rather, to the absolutely individual will. It is, indeed, pre-

cisely from this individual will that it proceeds, and hence

the choice appears at the same time as a caprice and obsti-

nacy of particularity.

Thus the collisions of love, especially when love is brought
into conflict with substantial interests, always preserve a phase
of accidentally and illegitimacy (BerechtigungsJosigkeit) ;

for

it is individuality as such which, with its not altogether signi-

ficant requirements, assumes a hostile attitude toward what

must be recognized and accepted in consequence of its owu

essentiality. The personages in the high tragedies of the

ancients— Agamemnon, Clytimnestra, Orestes, CEdipus, Anti-

gone, Creon, etc.— have, it is true, an individual aim: but

that which is substantial in them, the true pathos, that which

impels them, and constitutes the real content of their deeds

(Handlung), is of absolute legitimacy, and hence also of

essentially universal interest. The fate which befalls them in

consequence of their acts, is, therefore, not touching because

it is an unhappy destiny, but because it is an un happiness
such as commands absolute respect ;

for the pathos which rests

only when it has attained satisfaction possesses an essential



144 Romantic Art.

and necessary content. That the guilt of Clytiuinestra should

go unpunished in this concrete case, that the destruction

( Verletzung) which befalls Antigone as a sister should not be

prevented (aufgehoben), this is in either case an injustice in

itself. But those sorrows of love, those shattered hopes, that

distressed-existence
( Verliebtseyn) in general, those infinite

torments which a lover experiences, that immeasurable happi-
ness and felicity which he pictures to himself, are by no means

in themselves essential interests, but only something which

concerns himself merely. Every man, it is true, has a heart

for love, and has also the right to become happy through love.

But should he, in precisely this case, under such or such cir-

comstanees, in respect to precisely this woman, fail to attain

to happiness, he is not to be considered as thereby suffering

injustice. For it is not in itself necessary that he should be-

come enamored of this particular woman, or that we should

interest ourselves in the merest accidentality, in the caprice of

the individual, which possesses no extension or universality.

This persists as the side of coldness which penetrates us

throughout the representations of passion in spite of all their

warmth.

III. Fidelity.

The third element which comes to be of importance for

Romantic personality, in its secular sphere, is Fidelity. By
fidelity, however, we have not here to understand either the

consistent keeping of a promise of love once uttered, nor the

firmness of friendship, of which the most beautiful example is

presented us among the ancients by Achilles and Patroclus, or

again, in the still more intimate union of Orestes and Pylades.

Friendship, in this sense of the word, is possessed by youth
first of all for its ground and at its period. Each man must

pursue his own course of life, must work out and maintain

actuality for himself. But youth, that period during which the

individuals still live in mutual uncertainty ( Unbestimmtheit)

of their actual relations, is the time in which they unite with

one another and become so closely bound to one sentiment,

one will, and one activity, that every enterprise of the one thus
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becomes an enterprise of the other. In the friendships of

maturity this is no longer the case. In his various relations

a man takes an independent course, and does not permit him-

self to become so intimately bound up with another that the

one cannot be completed without the other. Men meet and

separate. Their interests and occupations diverge and again
unite. Friendship, cordiality of feeling, accepted principles

(Grundsalze^), general tendencies, all these remain; but it is

not the friendship of youth, in which neither will resolve upon
and begin anything which would not immediately become an

affair of the other. It belongs essentially to the principle of

our more serious (tieferen) life that in the whole each provides
for himself— that is, that each in his own station shall prove
himself worthy.

1 . If, now, fidelity in friendship and love subsists only between

equals, fidelity, on the contrary, as we have here to consider

it, has reference to a superior, to a person of higher rank, to

a master. We have already found a similar sort of fidelity

with the ancients, in that of the servant toward the family,
to the house of his master. In this respect, the most beauti-

ful example is afforded in the swineherd of Ulysses, who

exposes himself by night, and amid storms, in order to pro-
tect his swine, and who is full of anxiety respecting his master,

to whom, at length, he also lends faithful assistance against the

suitors. The image of a similarly touching fidelity
— which

here, however, becomes wholly an affair of the soul— is shown

us in Shakespeare; for example, in King Lear (Act I, Scene

4), where Lear asks of Kent, who offers to serve him :

" Dost thou know me, fellow?"' " No, sir," answers Kent,
" but you have that in your countenance which I would fain

call master." This borders very nearly upon what we have

here to characterize (feststetten ) as Romantic Fidelity. For

fidelity, at our stage, is not that of the slave and of the ser-

vant. The latter may, indeed, be something beautiful and

touching, but the free iudepencence of individuality, and of

personal aims and deeds, is wanting, in consequence of which

it is of an inferior order.

On the contrary, what we now have before us is the fidelity

10
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of the vassal in chivalry, wherein the. subject, in spite of his=

surrender to a superior
— to a prince, a king, or an emperor—

preserves his free self-dependence (Beruhn auf sich) as a

thoroughly preponderating element. This fidelity, however,,

constitutes a principle of so great importance in chivalry,,

because it is precisely therein that the chief bond of union

(Hauptzusammenhalt) of a community, and of its social

organization, lies, at least with its early development.
2. The more richly developed aim which comes to light

through this new union of the individual is, however, not

something akin to patriotism, as an objective, universal inter-

est, but is bound to a person, to the master, and is, there-

fore, again conditioned through individual honor, through par-
ticular judgment, through personal opinion. Fidelity appears
in its greatest splendor in an unformed, rude, external-world

,

without the rule of right and law. Within such lawless

actual ity the most powerful and haughty (Emporragendsten)
constitute the firm centers, as leaders, as princes, to whom
others attach themselves out of free choice. Later, such a

relation is developed into a formal and mutual obligation

(gesetzlichen Bande), of the feudal type, wherein each vassal

arrogates to himself rights and privileges. But the funda-

mental principle upon which the whole rests, in accordance

with its origin, is the free choice, both with respect to the per-

son who acknowledges allegiance (Anhanglichkeit) and to his

preservation therein. Thus, then, the chivalrousness of fidel-

ity knows very well how to preserve the advantages, the rights,

the personal independence, and honor of the individual, and

is, therefore, not recognized under the form of a duty, of

which the performance might be required, even in opposition

to the accidental will of the individual. On the contrary,

each individual assumes that his continuance [in the state of

vassalage], and hence the continuance of this general order of

things, is dependent upon his own good pleasure, inclination,

and particular disposition or sentiment.

3. Fidelity and obedience to a master can, therefore, very

easily come into collision with subjective passion, with the

irritability of honor, with the feeling of offence, with love,.
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and other accidentalities, internal and external. Fidelity

thus becomes something eminently precarious. A knight, for

example, is faithful to his prince, but his friend becomes

involved in a quarrel with the prince. He has, therefore, at

once to choose between fidelity to the one and to the other,

and, first of all, he must be faithful to himself, to his own

honor, and to his own interest. The finest example of such a

collision is found in the Cid. He is faithful to the king, and

none the less so to himself. When the king acts justly, he lends

him his arms, but when the prince deals unjustly, or when Cid

is offended, he withdraws from him his powerful support.

Again, the peers of Charlemagne present the same relation.

It is a bond of lofty sovereignty and of obedience, not unlike

that with which we have already become familiar, between

Jupiter and the other gods. The sovereign ordains, fulmin-

ates, and thunders ; but the independent, powerful individuals

oppose whenever and however it pleases them. It is in

Iteineke Fuchs, however, that the laxity and fragility of this

bond is represented most truly and charmingly. As in this

poem, the grandees of the realm, strictly speaking, serve only
themselves and their own independence, so the German

princes and knights, in the Middle Ages, were not at home
when they were called on to do something for the whole, and

for their emperor. And it is as if one should place a very

high estimate upon the Middle Ages precisely because, in such

circumstances, each secures justice for himself, and is a man
of honor in following his own caprice

— a thing not to be

countenanced in a rationally organized civil society.

Upon all these three stages of Honor, Love, and Fidelitvthe

basis is the independence of the person in himself, the soul
;

which, however, constantly unfolds itself to broader and richer

interests, and in the same remains in harmony with itself. It

is herein in Romantic Ait that we have the finest part of the

circle, aside from religion as such. The aims relate to the hu-

man, with which we can sympathize— at least from one side,

namely, from the side of subjective freedom. Here we do

not, as is the case here and there, in the religious field, find

the material as well as the mode of representation in conflict
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with our conceptions. But this realm can nevertheless in many
ways be brought into relation with religion, so that now re-

ligious interests are interwoven with those that are secular and

which pertain to chivalry; as, for example, the adventures of

the Knights of the Round Table in the search for the Holy
Grail. In this combination, then, there enters into the poetry of

chivalry, on the one hand, much thatis mystical and fantastic ;

on the other, much that is allegorical. But at the same time

the temporal domain of Love, Honor, and Fidelity can also make

its appearance wholly independent of the absorption (
Vertie-

fung) in religious aims and sentiments, and only brings the

soul into manifestation in its temporal inner subjectivity.

What, however, is wanting in the present stage is the com-

pletion (Erfullunq) of this internality with the concrete con-

tent of human relations, characters, passions, and of actual

existence in general. In contrast with this manifoldness, the

ideally (in sich) infinite soul still remains abstract and formal,

and hence has the task of now taking up into itself this more

extended material, and of representing the same in a more

artistic fashion.



CHAPTER III.

OF THE FORMAL INDEPENDENCE OF INDIVIDUAL PECULIARITIES.

If now we take a view of what lies behind us, we see that we

have, in the first place, considered personality in its absolute

circle ; consciousness in its mediation with God ;
the universal

process of the spirit reconciling itself within itself. Here the

abstraction consists in this : The soul withdrew, by abnegation,

into itself from the secular, natural, and human, as such (even
where this was moral, and therefore permissible), in order to

secure contentment in the pure heaven of the spirit. Secondly,
it is true, human subjectivity, without representing the nega-

tivity which lay in the former mediation, became affirmative

for itself and for others. The content of this secular (welt-

lichen) infinitude, as such, was, nevertheless, only the inde-

pendence of honor, the internality of love, the vassalage of

fidelity; a content which can, indeed, make its appearance in

multiform relations, in a vast complexity and varied degree of

sentiment and passion, and under a great variety of external

circumstances. Within these phases, however, it is nothing
more than the above-mentioned independence of the person
and of his externality, that is represented. The third point,

therefore, which still remains for us to consider is the form

and method (Art unci Weise~) by which the further material of

human existence, in accordance with its inner and outer char-

acteristics, may enter into the Romantic form of art ; and how
nature and its conception and significance for the soul may be

admitted to the same realm. Here it is also the world of the

particular
— existence in general

— which becomes free for

itself, and, in so far as it does not appear to be penetrated
with religion, and to be distinctly comprehended in the unity
of the absolute, places itself upon its own feet, and goes for-

ward independently in its own realm.
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In this third circle of the Romantic form of art, therefore,

the religious material and chivalry, with its lofty conceptions
and aims produced in the inner being, and to which nothing
in the present and actual immediately corresponds, have van-

ished. On the contrary, what is now gratifying is the thirst

for this present and actual world itself, satisfaction in what is,

contentment with self, with the finitude of the human, with

the finite and particular in general ;
in a word, with the spe-

cifically-realistic (Portraitartigen). In his immediate now,
man demands, even at the sacrifice of the beauty and ideality

of the content and of the manifestation, that the present

itself, re-created in still more present vitality by art, shall

stand out before him as his own spiritual, human work. As
we saw, even at the outset, the Christian religion has not

grown out of the ground of the phantasy, as did the Oriental

and Greek gods, in respect of both content and form. If now
it is the phantasy which creates from itself the significance in

order to complete the union of the true internal with the per-

perfected form of the same, and, in Classic Art, actually

brings about this combination
; so, likewise, on the other

hand, we find that in the Christian religion the mundane

peculiarity of manifestation from the center outward, as it

conies and goes, is taken up, as an element, into the ideal,

and that the soul is satisfied with the commonplace, and with

the accidentally of the external, without demanding beauty.

Still, man is, at first, only potentially, and as a possibility,

reconciled with God, All are, indeed, called to happiness,

but few are chosen
;
and the soul to which the Kingdom of

Heaven, as well as the kingdom of this world, remains a be-

yond, must, in the spiritual, abjure worldliness and egotistic

temporality (selbstischen Gegenicdrtigkeit) . It (the soul) ad-

vances from an infinite distance, and in order that what was

to it at first only something to be sacrificed may become

affirmative and valid, this positive finding of self and willing

of self in its (the soul's) present,
— which [phase] is in other

respects the beginning,
— constitutes the termination in the

development {Fortbildung) of Romantic Art; and this is the

final stage in which man simply continues to add to the depth

and precision of his own inner nature.
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"With respect to the form for this new content we found

Homantic Art burdened from its very beginning with this con-

tradiction : That subjectivity or personality, since it is essen-

tially infinite, is for itself incapable of uniting with external

matter and must remain uncombined therewith. This inde-

pendent opposition of the two sides and the seclusion (Zuriick-

gezogenheit) of the internal within itself constitutes the char-

acteristic content of the romantic. Developing themselves

Avithiu themselves, these two elements are found to ever sepa-

rate anew until they ultimately fall asunder altogether, and

thus show that it is in another field than in that of art that they

must seek their absolute unity ( Vereinigung). Through this

falling-asunder the elements (Seiten) become, in respect of

art, formal, since they cannot come forth as a whole in that

perfect unity which the classic ideal gives to them. Classic

Art has its appropriate range in a circle of clearly defined im-

ages ; in a mythology completed through art and in the indis-

soluble forms pertaining thereto. The dissolution of the

•classic, therefore (as we have already seen in the transition to

the Romantic form of art), is, aside from the very limited

region of the comic and satirical, an over-retinement (Aus-

bildung) for the sake of the agreeable ;
or it is an imitation

which is lost in erudition, in something dead and cold, and

"which finally degenerates into a negligent and clumsy technique.

Still, on the whole, the objects remain the same and merely

•exchange the earlier, more spiritual mode of production for a

less and less spiritual representation, and a tradition altogether

mechanical and external, or formal. On the contrary, the

progress and termination of Romantic Art is the inner dissolu-

tion of the artistic material itself, which separates into its

elements— into a free-existence of its parts
— with which, on

the other hand, the subjective skill and art of the represent-

ation rises
; and, the more completely disengaged the spiritual

{das Siifbstantielle) becomes, by so much the more does it

render itself perfect.

We may now indicate the more precise divisions of this last

•chapter, as follows :

In the first place, we have before us Independence of Char-
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acter. But this is a particular, definite individual, who, with

his own peculiar characteristics and aims, is secluded within

himself, within his own world.

Secondly, in contrast with this formalism of the independence
of character stands the external form of situations, accidents,

and acts. And, since Romantic internality in general is indif-

ferent respecting the external, there appears here the real

phenomenon, free for itself, as neither pervaded by the inner

[quality] of the aims and deeds, nor formed adequately with

reference to the same. Thus, in its unrestricted mode of mani-

festation, importance comes to be attached to the accidentally

of the development, of the circumstances, of the succession

of events, of the quality of execution, etc., [and this makes

its appearance] as adventurousness .

In the third place, finally, there is exhibited the falling

asunder of the elements {Seiten) whose perfect identity con-

stitutes the specific idea of art
;
and thus the dissolution and

decay of art itself become manifest. On the one side, art goes-

over to the representation of ordinary actuality as such, to the

representation of things present just as they are in their acci-

dental individuality and their peculiarities ;
and has now for

its aim the transformation of this reality into an appearance

through the dexterity of art. On the other side, it turns itself

about, to the complete, subjective accidentally of conception

and representation
— to Humor— as the inversion and de-

rangement of all objectivity and reality through wit and the-

play of the subjective fancy (Ansicht), and terminates "with

the productive power of the artistic subjectivity over every

content and everv form.

/. Of the Independence of Individual Character.

1. Of Outward Energy of Character.— 2. Of Concentration of Character. — 3. Of
the Interest which the Representation of such Character produces.

The subjective infinitude of man considered with reference

to his ideal, from which we set forth in Romantic Art,

remains also in this present sphere the fundamental character-
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istic. On" the other hand, what enters anew into this substan-

tially (fiir sick) independent infinity is, on the one part, the

particularity of the contest which constitutes the world of the

subject or person ; on the other part, the being of the subject

or person in immediate combination with this its particularity,

and the wishes and aims belonging thereto ; thirdly, the living

individuality to which character in itself sets the limits. We
must here, however, not understand by the expression

" char-

acter
"

what, for example, the Italians represent in their

masques. For the Italian masques are, indeed, also definite

characters, but they exhibit this definiteness only in their

abstraction and universality, without subjective individuality.

On the contrary, the characters of the present stage are, each

for himself, a more specific character, an independent totality,

an individual subject or person. If, therefore, we still speak
here of formalism and abstraction of character, this relates

only to the fact that the chief content, the world of such char-

acter, appears on the one hand as limited, and hence abstract ;

while on the other hand it appears as accidental. What the

individual is, becomes established (gehalten) and sustained

(getragen), not through that which is substantial and essentially

valid in its content, but through the mere subjectivity of the

character. This, therefore, rests only formally upon its own
individual independence, instead of upon its content and its

sensibility developed to consistency and independence (fiir

sich festen Pathos).
Within this formalism two principal distinctions are brought

to light.

On the one side stands the energetic, self-reliant (sich

durchfiihrende) firmness of character, which restricts itself to

definite ends, and throws the entire force of one-sided individ-

uality into the realization of these ends. On the other side,

character appears as subjective totality, which, however, re-

mains uncultivated in its internality, and in the undeveloped

depth of the soul, and is not in a position to render itself

explicit and to bring itself into complete manifestation.

1. Thus, what we have before us at first is the particular
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character which chooses to be precisely what it immediately
is. As the animals are different one from another, and yet in

this difference find their independence, so here the variously-

distinguished characters, whose circle and chief peculiarity
remain accidental, cannot be given a precise definition through
the general conception.

a. Such merely self-related individuality, therefore, pos-
sesses no views and aims which it has thought out, and which

it connects with some universal sentiment (Pathos) ;
but what

it has, does, and accomplishes, it creates immediately, and

without any further reflection, out of its own particular na-

ture, and this its nature is in that very fact developed to the

precise state it is now found to be in. It is not grounded

through anything else higher, nor will it accept vindication

from something substantial
; but, inflexible, and relying unfal-

teringly upon itself, it goes forward in this resoluteness (Fes-

tigkeit) until it either accomplishes its purpose or perishes in

the attempt. Such independence of character can only make
its appearance where the non-religious (Aussergottliche) , the

specially human, has attained to its completest acceptation.

Of this class especially are the characters of Shakespeare, the

intense persistence and concentration of which constitute the

pre-eminently admirable quality. There it is in nowise a

question of piety (lieligiositat), and of an activity proceeding
from the religious reconciliation of man in himself, and from

the moral as such. On the contrary, we have before us indi-

viduals who are independent only through self-assertion, who

possess particular aims which belong exclusively to them-

selves, which proceed alone from their own individuality, and

which they now, for their own personal satisfaction, pursue to

the end with the unswerving consistency of passion, and without

accompanying reflection and universality. In particular, the

tragedies such as "Macbeth," "Othello," "Richard the

Third," and others, have each as its central object one such

character, who is surrounded by less remarkable and less ener-

getic characters. Thus, for example, Macbeth is distin-

guished by his characteristic of ungoverned greed of power.
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At first he hesitates, but presently he stretches forth his hand

towards the crown, commits murder to obtain it, and, in order

to preserve it, storms onward through every atrocity. This

desperate hardihood, the identity of the man with himself and

with the aim which proceeds solely from himself, gives him an

essential interest. Neither respect for the sacredness of maj-

esty, nor the insanity of his wife, nor the revolt of his vassals,

nor the threatening ruin— nothing can cause him to falter.

Before nothing, before neither divine nor human right, will

he yield his purpose, but perseveres to the end. Lady Mac-

beth is a similar character, and only the insipid prating of a

modern criticism has been able to consider her as possessed of

kindliness of spirit. With her first entrance upon the scene

(Act I, scene 5), as she reads the letter of Macbeth, which

tells of the meeting with the witches and of their prophecy,

"Hail, Thane of Cawdor ; hail, king that shall be!" she

cries out :
" Glamis thou art, and Cawdor ; and shalt be what

thou art promised ;
— but I do fear thy nature ; it is too full

o' the milk of human kindness, to catch the nearest way."
She exhibits no kindly tenderness, no gladness at the good
fortune of her husband, no moral emotion, no sympathy

(Theihia/une), none of the regret of a noble soul. She fears

but one thing : that the character of her husband may become

an obstacle in the way of her ambition. As for him, she con-

siders him solely as a means
;
and in this respect there is no

hesitation, no uncertainty, no deliberation, no faltering. She

experiences no regret, as Macbeth himself does at first
;
she

only exhibits pure abstraction and relentlessness (Harle) of

character, and pursues to the end, without further thought,
whatever serves her purpose, even to her final undoing. This

catastrophe, which, with Macbeth, comes storm-like upon him

from without, after he has consummated his crimes, is, in

the feminine concentration (Innern) of Lady Macbeth, in-

sanity. The same may be said of Richard the Third, of

Othello, of the old Margaret, and of so many other like char-

acters. This is quite the contrary of the wretchedness of

modern characters— of those of Kotzebue, for example, —
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which appear in the highest degree noble, great, excellent, and

yet are at the same time inwardly mere rags (nur Lumpen).
In other respects the later writers who have majestically

spurned Kotzebue, have done no better
; as, for example,

Heinrich von Kleist, in his Kathchen und Prinzen von Hom-

burg; characters in whom, in opposition to the rational condi-

tions (ivachen Zustande) of established sequence, we see rep-

resented magnetic states, somnambulism, as the highest and

most excellent. The Prince of Homburg is a wholly miserable

(der erbarmlichste) general ;
he is distracted in assigning

positions, writes his orders in a bungling manner, at night

urges forward puerile affairs with morbid haste, and in the

day-time in battle commits gross blunders. With such utter

want of unity, and such deeply penetrating dissonance of

character, these writers have imagined themselves to be follow-

ing in the footsteps of Shakespeare. But they are far from so

doing ;
for Shakespeare's characters are in themselves consist-

ent (konsequent) ; they remain true to themselves and to their

passion, and.whatever they are, whatever opposes them, they

perform their deeds with vigor and promptitude, and always

in accordance with their own unalterable characteristic.

b. Now, the more peculiar the character is which holds fast

only upon itself, and thus so much the more easily joins

itself to the evil, by so much the more has it, in concrete

actuality, not only to sustain itself against hindrances which

present themselves in its way and check the realization [of its

designs], but so much the more, also, will it, through this very

realization, be driven onward to its own ruin. For, even

while it is attaining its end, there falls upon it the destiny that

proceeds from the particular character itself, which thus incurs

the ruin it has prepared for itself. The maturing of this

destiny is, however, not merely a development from the deeds

of the individual, but it is at the same time an inner unfold-

ing ( Werden), a development of the character itself, in its

stormy violence, in its wild raging, until it becomes shattered,

or sinks exhausted. With the Greeks (with whom pathos,

the substantial content of deeds, rather than the subjective
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character, is the thing of importance), destiny does not so

closely concern this peculiar character, which, it is true, does

not in its deeds attain essentially to any further development,
but is at the end what it was at the beginning. But at the

present stage, the development of the action is, none the less,

a further unfolding of the individual in his subjective internal-

ity. It is not merely an external progress. The deeds of

Macbeth, for example, appear at the same time as a madden-

ing ( Vervrilderung) of the soul, with this consequence : that,

so soon as indecision ceases, the die is cast, and from this

moment he no longer permits himself to pause at any obstacle.

His wife is decided from the first moment. In her the develop-
ment shows itself only as an inner anxiety which rises to phy-
sical and spiritual ruin, even to insanity, in which she perishes.

It is so, also, with the greater number of the characters, the

principal and as well as the subordinate. Antique characters,

indeed, also show the same firmness, and even with them it

happens that there are contradictions wherein no help is any

longer possible, and where, for the deliverance [of the charac-

ter], a Dens ex machina must enter. Nevertheless, this firm-

ness, as for example that of Philoctetes, is rich in significance

(inhaltsvoll) ,
and on the whole filled with a sentiment which

is grounded in morality.
c. In the personages of the present circle, with the acci-

dentally which characterizes their aims, and with the inde-

pendence of their individuality, no objective reconciliation is

possible. Their inter-relation, what they are, and what befalls

them, remains partly indefinite, but is also for itself explained
in part as no whence and no whither. [It is capricious, rather

than rational.] Fate, as the most abstract necessity, here

makes its appearance once more, and the sole reconciliation

for the individual is his infinite potential being, his own inflexi-

bility, in which he stands above his passion, and above the

destiny involved therein. "It is so," and whatever happens
to him, whether it comes from an overriding fatality, from

necessity, or from accident, it nevertheless is, without reflec-

tion as to why or wherefore. It happens, and the man,
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by his resolution, becomes firm as a rock in presence of this

imperious power.
2. In the second place, again, and in a wholly opposite

fashion, the formal or abstract phase of character may have

its foundation in internality as such. Here the individual,

not being able to attain to the real enlargement and comple-
tion [of his own powers], remains at this stage of internality

[or concentration upon self].

a. These are the substantial souls which contain a totality

within themselves, but, in simple concentration
( Gedrungen-

heit), complete each deep movement only in themselves,

without being developed or rendered outwardly explicit.

Formalism, as we have already considered it, relates to the

definitcness of the content, to the existence of the individual

completely focused in a single aim. This aim is permitted to

appear in perfect clearness, while the individual develops him-

self, presses toward his aim, and in this effort, according as

circumstances permit, either perishes or attains to success.

The present and second phase of formalism, on the contrary,
consists in non-development, in formlessness, in the lack of

manifestation and unfolding. Such a soul is like a costly

precious stone which emits light only at a single point ; it

sends forth one ray alone, but this is like a flash of lightning.

b. Such a concentration is of interest and value ; for it is in

this that we find a more spiritual (innerer) realm of the soul

which permits its infinite depth and fullness to be known, but

only in rare and, so to speak, mute manifestations directly

through this silence (jStille). Such simple, naive, silent

natures can exert the strongest attraction. But their silence

must be the unmoved stillness upon the surface of the un-

fathomable sea, not the silence of shallowness, emptiness, and

dullness. For we sometimes meet men who are altogether

ordinary, and yet who, through a careful reserve, giving out

only here and there something to be but half understood,

create the impression of immense wisdom and spiritual depth,

so that one is led to think it a miracle that all this should be

hidden away in this heart and soul ;
and yet we discover at
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length that there is nothing in them. On the other hand, the

infinite content and depth of those quiet souls become manifest

(and this demands great address and skill on the part of the

artist) through isolated, scattered, naive, and unintentional

but deeply significant utterances, which escape without refer-

ence to the ability of others to comprehend them. From
which it is evident that such souls seize in a profound manner

the substantial in whatever- relations lie before them
; that,

nevertheless, their reflection does not extend through the entire

chain of particular interests, motives, and finite aims —-from
which they are free {rein) and with which they are unfamiliar ;

and that, finally, they do not permit themselves to be distracted

by the ordinary emotions, by eagerness, and affections of that

type.

c. For a soul thus shut up within itself there must none the

less come a time in which it will be aroused (ergrifen) at a

definite point of its inner world and thenceforward throw its

undivided force into a single sentiment determining its entire

life. To this sentiment it will cleave with undiminished (unzer-

splitterter) energy, and either attain to happiness, or perish

while yet its purposes are unfulfilled. For, to realize his pur-

poses, man requires a developed breadth of moral substance,

which alone gives an objective permanence (Festigkeit) . To
this class of characters belong the most charming personages
of Romantic Art, such as Shakespeare has created them in most

admirable perfection. Such, for example, is Juliet to be

esteemed, in " Romeo and Juliet." * * * She may be con-

sidered at the commencement of the drama as a childlike,

simple maiden of fourteen or fifteen years. She appears to

have no consciousness of herself or of the world, no emotion,

no agitation, no desire
; but, in her native simplicity, has

beheld the surrounding world as in a magic lantern, without

learning anything therefrom or arriving at any reflective idea.

Suddenly we see the development of the entire strength of this

soul,— cunning, prudence, force, sacrifice of all things, sub-

mission to the most dreadful [experiences],
— so that now the

whole appears to us as the bursting forth at once of the perfect

rose in all its leaves and folds
;
as an infinite outpouring of the
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innermost pure sources of the soul in which hitherto nothing
had become distinguished, defined or developed, but which

now, as an immediate product of the awakened single interest,

steps forth unconscious of itself, in its beautiful fullness and

power, out of the previously closed spirit. It is a brand which

a single spark has inflamed ; a bud which, scarcely touched by
love, unexpectedly stands out in perfect

'

bloom. And yet,

however swiftly it has unfolded,- it is stripped of its leaves

and sinks away more swiftly still. Even more distinctly is

Miranda, in "The Tempest," of this class. Reared in solitude,

Shakespeare presents her to us in her first acquaintance with

man. He pictures her in two simple scenes, but he gives us

therein an absolutely complete representation of her. So, too,

Schiller's Thekla, though she is a product of a more reflective

poetry, may be named as an example of the same class.

Though in the midst of so great and rich a life, she does not

become affected by it, but remains without vanity, without

reflection, in the naivete of one single interest which alone

animates her. In general, those are especially fine, noble,

feminine natures for whom the world, as well as their own
inner being, unfolds for the first time in love

;
so that they

seem to be born only then into spiritual life.

It is to the category of such internality, which is unable to

bring itself into complete development, that popular songs

mainly belong. And this is especially true of the German,

which, in its rich concentration, however much it may show it-

self to be affected by one specific interest, is still able to bring

about only isolated manifestations, and by this means to reveal

the depth of the soul. It is this mode of representation which,

in its muteness,* likewise returns to the symbolical, since what

it gives is not the open, clear presentation of the whole inner

being, but only a sign and intimation thereof. Still we have

not here a symbol whose significance, as in the earlier stage,

remains a mere abstract generality, but a manifestation whose

central significance is precisely this subjective, living, actual

soul itself. In the later days of a thoroughly reflective con-

sciousness, which is far removed from the naivete to which we

have referred and which is cencentrated upon itself, such repre-
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sentations are of the utmost difficulty, and give proof of an

original poetic genius. Goethe, as we have already seen (and

especially in his songs), is a master of this art of symbolic

portrayal ; that is, of laying open to view the whole truth and

infinitude of the soul in a few simple, apparently external, and

insignificant characteristics. Of this class is, for example,
the King of Thule, one of the most beautiful things Goethe

has written. The king gives no sign of his love, save through
the cup which he has long preserved as a memento from his

loved-one. The carousing old man is about to die. Around

him, in the great hall of the palace, are ranged the knights ;

he makes for his heirs the division of his kingdom and of

his treasures ; but the cup he casts into the sea. None other

shall possess that.

"Er sah ihn sturzen, trinken,

Und sinken tief in's Meer.

Die Augen thaten ihm sinken,

Trank nie einen Tropfen mehr.''

Nevertheless such deep, silent souls in which is contained

the energy of the spirit, like a spark shut up in the flint, do

not assume definite outward form : their existence and their

reflection thereon do not attain to perfection. Thus they fail

to become free through this culture. They remain exposed to

this violent contradiction : that when the dissonance of misfor-

tune resounds in their life they possess no aptitude, no bridge
to reconcile their own hearts with the actual world, and thus

to shield themselves against external circumstances, to support
themselves in presence of the same, and to preserve themselves

within themselves. Drawn into collisions, they know not how
to escape; they plunge heedlessly into action, or passively

permit events to take their own course. Thus, for example,
Hamlet is a fine, noble soul. He is by no means weak, yet
lacks energetic, vital feeling (Lebens-gefiihl). Hence, in the

torpor of melancholy he gropes, heavy-hearted, in a maze. He
has his own keen scent. There is no outward sign, no ground
for suspicion, but he has a feeling of insecurity ; all is not as

11
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it should be
;
he divines the monstrous deed that has been

perpetrated. The shade of his father gives him the clue. From
that moment he is inwardly ready for revenge. He thinks

constantly of the duty which his own heart has prescribed for

him
;
but he does not permit himself, like Macbeth, to rush

at once to action
;
he docs not kill, does not rage, does not

strike at once, like Laertes, but preserves in inactivity a fair

inner soul which does not make itself actual, and cannot iden-

tifv itself with the present state of things. He waits, seeks

in the line integrity ol his own soul for objective certainty ;

and yet, even after he has attained to this certainty, he comes

to no firm resolution, but permits himself to be guided by out-

ward circumstances. In this unreality he now errs, even in

respect of what actually lies before him. Instead of the king
he kills the aged Polonius. He proceeds with precipitation

where he had desired to be discreet; and, on the contrary,
where he has need of active energy, he remains absorbed within

himself so far that, without his participation in this broad course

of circumstances and accidents, the destiny of the whole has

become unfolded along with that of his own inner being, which

is ever anew withdrawn into itself.

In modern times, however, this moral disposition makes its

appearance among men of the humbler classes, who are desti-

tute both of the culture leading to general aims and of the

manifoldness of objective interests. For this reason, when
the one aim escapes them they are unable to find in any other

a support for their inner life and a basis (Stiitzpunkt) for their

activity. This lack of culture explains why these taciturn

characters
( Gemilther) , in proportion as they are undeveloped,

hold fast, only so much the more inflexibly and obstinately
to what they have once undertaken, though that be ever so

narrow and one-sided. Such monotony of men essentially

without words, and shut up within themselves, lies especially

in German characters, who for this reason are likely to appear

headstrong, bristling, knotty, unapproachable, and in their

deeds and manifestations completely uncertain and contradic-

tory. As a master in delineating and representing such
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reserved (stummen) characters of the lower classes, I will

here name only Hippel, the author of the Course of Life in

the Ascending Scale, one of the few really original German
works of the humorous type. He holds himself completely

aloof from Jean Paul's sentimentality, and from the bad taste

of his situations ; yet possesses, on the contrary, a wonderful

individuality, freshness, and vitality. He understands especi-

ally how to delineate in the most striking manner those intense

characters who know not how to make room for themselves,

and who when they come to act, do so in a violent and fearful

fashion. They solve the infinite contradiction of their inner

being, and of the unhappy circumstances in the midst of

which they are themselves developing, but it is done in a dread-

ful manner, and thus they complete what would otherwise be ac-

complished by an external destiny ; as, for example, in " Romeo
and Juliet," external accidents bring to nought the prudence
and ingenuity of the monk and occasion the death ofthe lovers.

3. Thus, then, these abstract characters show, in general,

on the one part, only the immeasurable force of will belong-

ing to particular subjectivity, which assumes importance just

as it is, and storms forth in its resoluteness : or contrariwise,

it shows us an independently total, unrestricted soul which

rests upon some definite phase of its own inner being, and

concentrates the breadth and depth of its entire individuality

upon this single point; and yet, since it (the particular sub-

jectivity) is still undeveloped outwardly, it falls into collis-

ions, in the midst of which it is unable to collect itself or to

act wisely in its efforts to extricate itself. A third point which

we have now to mention consists in this : that if those char-

acters which are altogether one-sided and limited in their aims,

though still developed in their own consciousness, are to inter-

est us not merely in a formal but also in a substantial manner,
we must form our conception of them in such wise that this

narrowness of their individuality shall seem only as a fatality :

that is, only as a development of their special peculiarity along
with profounder spiritual qualities. This depth and this

wealth of the spirit, Shakespeare makes visible to us in his
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characters. He exhibits them as men of a free imaginative
force and of a genial spirit, while their reflection stands above,

and renders them superior to what they are in respect of their

surroundipgs and their particular aims, so that they appear
driven to the performance of what they bring about only

through the misfortune of circumstances, or through the col-

lisions growing out of their position. Still this is not to be

understood as if, with Macbeth, for example, what he dared

do were to be imputed to the wickedness of the witches. The

witches are, far rather, only the poetic image or reflex of his

own settled will. What the Shakespearean characters bring
about— their particular aim— has its origin and the root of

its power in their own individuality. But in one and the same

individuality they preserve at the same time that elevation

which causes us to forget what they are actually
— that is,

what they are in their aims, interests, and deeds— and which

aggrandizes and ennobles them in their essential natures. So,

too, the coarser characters of Shakespeare— Stephano, Trin-

culo, Pistol, and the absolute hero among all these, Falstaff—
remain sunk in their vulgarity, but at the same time they give

evidence that they are intelligences whose genius comprehends
all in itself, and possesses a wholly free existence. In short,

what great men are, these might also be. On the other hand,

in French tragedies the greatest and best are, when seen in full

light, often enough found to be but strutting, base creatures

(Bestien) in whom there is only spirit enough to justify them-

selves by sophisms. In Shakespeare we find no justification,

no condemnation, but only the contemplation of a universal

destiny whose stand-point of necessity is assumed by the char-

acters without complaint or regret, even though these behold all

things, themselves included, sinking in the abyss.

In all these respects the realm of such individual characters

presents an infinitely rich field, but one wherein, also, there is

great danger of falling into emptiness and platitude; so that

there have been very few masters who have possessed sufficient

poetic genius and genuine insight to enable them to seize the

true [and properly represent it in such themes].
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II. Of the Spirit of Adventure.

1. Accidental Character of Enterprises and Collisions.— 2. Comic Representation
of Adventurous Characters.— 3. The Modern Romance.

Since now we have considered the phase of the inner or sub-

jective, so far as this can appear in the representations of the

present stage, we must, in the second place, turn our attention

also to the external, to the particularity of circumstances and

situations which arouse the character, to the collisions in which

the character is developed, as well as to the total form which

the internal assumes in the midst of concrete actuality.

As we have already more than once observed, it is a funda-

mental characteristic of Romantic Art that spirituality, the

soul as reflected into itself, constitutes a totality ;
and that,

therefore, it relates to the external, not as to something belong-

ing to and pervaded by itself, but as to the merely external

which is separated from the inner, or spiritual. [Thus con-

sidered, the external is] something which is distinct from and

abandoned by spirit, and which thus isolated!v persists (fur
sich forttreibt) , develops, and whirls about as a finite, forth-

flowing, perpetually changing, confused accidentally. To the

soul, firmly enclosed within itself, it is thus quite indifferent

what are the circumstances it finds itself in presence of; as,

again, it is quite accidental what the circumstances may be

which present themselves to the soul. For, in its activity, it is

of far less importance to the soul that it should bring to com-

pletion an independent and thoroughly permanent [external]
work than that it should develop itself into universal validity

and perform [moral] deeds.

1. In this way there comes to light what may in other

respects be called the undeitying of nature. Spirit has with-

drawn itself from the externality of phenomena into itself.

Since, therefore, the inner being of subjectivity or spirituality
no longer beholds itself in the external, the latter, on its side,

also takes shape independently and aside from and without

reference to the former. In accordance with its truth, indeed,

spirit is in itself mediated and reconciled with the absolute ;
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but in so far as we here stand upon the ground of independent

individuality, which proceeds from itself as it immediately
finds itself and thus holds fast to itself, in like degree does

this undei tying [of nature] concern also the actively employed
character, who therefore makes his entrance with his own
accidental aims into an accidental world, with which, however

,.

he does not unite himself at once to [the extent of forming with

it] an essentially congruent totality. This relativity of aims

in the midst of relative conditions — whose determinateness and

development do not lie in the individual (Subject), but are

determined externally and accidentally, and thus bring about

accidental collisions as strange, confusedly-intertwined (durch-

einandergeschlungene) ramifications— constitutes the adven-

turous, which, for the form of events and deeds, provides the

fundamental type of the Romantic.

To action and event, in the more precise sense of the ideal,

there belongs an end which is in itself truer and essentially

more necessary ;
in whose content, besides, the determining

cause, with reference both to the outer form and to the order

and mode of execution, lies in actuality. In the deeds and

circumstances of Romantic Art this is not the case. For when

here, also, essentially universal and substantial ends are to be

represented in their realization, these ends still do not possess

within themselves detiniteness of action, the ordering and

arrangement of their inner course, but must let go this side of

the realization, and leave it, therefore, to accidentally.

a. The Romantic world has only an absolute work to bring

to completion. It has for its task the dissemination of Christi-

anity, the showing forth of the spirit of the Church. In the

midst of a hostile world (partly that of incredulous antiquity,

partly that of the barbarism and rudeness of the consciousness)

this work, until it departed from mere doctrine and entered

upon deeds, was in the main a passive work of the endurance

of pain and martyrdom, the sacrifice of individual temporal

existence for the eternal welfare of the soul. The further fact

(That) which relates to the like content is, in the Middle

Ages, the work of Christian knighthood, the expelling of the

heathen (der Maureri), the Arabs, the Mahometans generally,
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from Christian lands ; and, above all, the conquest of the Holy

Sepulchre. This was, however, not an end which concerned

man as man, but which had to be completed only through the

collective totality of particular individuals, so that these now

also poured forth voluntarily (beliebig) in accordance with

their own individuality. In respect of this phase, we may
pronounce the Crusades to be the grand collective-adventure of

the Christian Middle Ages, an adventure which was, in itself,

disjointed (gebroclten) and fantastic. It Avas of a spiritual

type, yet without true spiritual aim
; and, with reference to its

deeds and character, it was false. For, with respect to the

religious element, the Crusades have an external scope which is

in the last degree empty. Christianity must now find its per-

manent well-being only in the spirit, in Christ, who is arisen

and is at the right hand of God, and whose living actuality

finds its dwelling-place in the spirit ;
not in his tomb, and in

the sensuous, immediate present places of his one-sided,

temporal abode. The impetuosity and religious aspiration of

the Middle Ages, however, sought only for the place, the

external locality of the history of the passion and of the Holy

Sepulchre. In no less contradictory fashion was the purely
secular phase of conquest and gain immediately bound up with

the religious aim
;
for the secular bears in its externality a

wholly other character than that of the religious. Thus the

people sought to attain to the spiritual and internal, and yet
aimed at the mere external locality, from which the spirit had

departed. Again, they strove after temporal advantage, and

joined this temporality on to the religious as such. This two-

foldness constitutes here the disjointed, phantastic quality in

which the external perverts the internal, and the internal the

external, instead of bringing both into harmony. Thus, in

their realization, these two terms appear as two irreconcilable

opposites which have been joined together. Piety becomes

transformed into rudeness and barbarous ferocity, and this

rudeness, which permits every species of selfishness and human

passion to break forth, casts itself again, on the contrary, into

the perpetual, deep emotion and contrition of the spirit upon
which it specially depends. With these opposing elements,
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then, there is wanting any single and same purpose in the

deeds and events, so that there is no unity or sequence of

direction. The totality dissolves, breaks up into adventures,

conquests, defeats, promiscuous accidcntalities
;
and the sequel

does not correspond to the means and vast preparations.

Nay, even the very end itself becomes cancelled through its

own attainment. For the Crusades would again verify the

words: Thou wilt not permit Him to remain in the grave;
neither wilt thou suffer thine Holy One to see corruption.
But this longing to seek Christ, the living, to find the satisfac-

tion of the spirit, in such a place— in the place of the dead—
is itself, however much vitality ( Wesen ) Chateaubriand may
ascribe to it, only a corruption ( Verwesung .)

of the spirit,

above which Christianity must rise in order to return to the

fresh, full life of concrete actuality.

A similar aim, mystic on the one side, fantastic on the other,

and in its pursuit adventurous, is the Quest of the Holy
Grail.

b. A higher work is that, which each man has to complete
within himself, namely, his own life, through which he deter-

mines his own eternal destiny. This object has, for example,
been conceived by Dante in his Divina Oommedia, according
to the Catholic conception, since therein he conducts us

through hell, purgatory, and heaven. Even here, in spite of

the rigorous arrangement of the whole, there are not wanting
either fantastic conceptions or adventurous phases, in so far as

this work of reward and punishment (Beseligung and Ver-

dammniss) appears in the representation, not merely in and for

itself in its universality, but as completed in a countless num-
ber of individuals in their particularity. And, aside from these,

the poet arrogates to himself the right of the Church, takes

in his own hand the keys of the Kingdom of Heaven, pro-
nounces blessing and condemnation, and constitutes himself

the judge of the world, and assigns the most renowned indi-

viduals of the ancient and the Christian world— poets, citi-

zens, warriors, cardinals, popes:— to hell, to purgatory, or to

paradise.

c. The other materials which lead to actions and events
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exist, then, upon a secular basis. They are the infinite, mani-

fold adventures of the imagination, the external and internal

accidentally of love, honor, and fidelity. Here, to enter into

conflict for the sake of one's own honor
; there, to fly to the

aid of persecuted innocence : to accomplish the most marvel-

lous exploits in honor of one's mistress ; or, through the might
of one's own hand, and the ability of one's own arms, to re-

lieve oppressed right, even though the "•innocence" {Un-
schuld) should appear under the form of a chain-gang of crimi-

nals [such are the aims in the present sphere]. In the

greater part of this material there is at hand no crisis (Lage),
no [critical] situation, no conflict through which the action

becomes necessary; but the individual sets forth and deliber-

ately seeks adventures. Thus, for example, the deeds of love

have here (for the most part, and in accordance with their

special content) no other purpose (Bestimmung) than this : to

give proof of the firmness, of the fidelity, of the permanence
of love. The surrounding actuality, with the entire complex
of its relations, is of value only as a material through which

love is to be made manifest. Thus the definite fact of this

manifestation, since it depends only upon the verification

itself, is not determined through itself, but is subject to ca-

price, to the whim of the woman, to the arbitrariness of outer

accidentally. Quite the same thing occurs in case of the aims

of honor and valor. They belong for the greater part to the

individual (S'ubjekt), far removed as it still is from all further

substantial content, and which introduces itself into every con-

tent that by chance lies at hand, and finds itself wounded

therein, or can find therein an opportunity to prove its cour-

age and its adroitness. As no standard is here given by which

it might be determined what shall be content and what not, so

also there is complete lack of rule as to what may be consid-

ered an actual wounding of honor, and what is the true object
of valor. With the maintenance of right, which is likewise an

aim of knighthood, there is no essential difference. Right
and law, indeed, do not here prove to be an essential, inde-

pendent, and (in accordance with law and its necessary con-

tent) always self-completing object and aim. Rather they
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prove themselves to belong only to subjective caprice ;
so

that not only the interference, but also the judgment of the

same— what in this or that case may be right or wrong— is

still left to the accidental opinion of subjectivity or individ-

uality.

2. What wc have before us in general, therefore, espe-

cially in the sphere of the secular— in chivalry and in the

formalism of character [pertaining thereto]
—

is, in greater or

less degree, the accidentally both of the objects within which

the action takes place and of the soul which wills [the per-

formance of the action]. For those one-sided individual fig-

ures may accept for their content the wholly accidental,

which can be sustained (getragen) only through the energy of

their characters, and which will be carried out or prove abor-

tive in consequence of collisions which are conditioned from

without. Thus it happens that in chivalry the higher or truly

moral is placed upon the same level with honor, love, and

fidelity. On the one hand, through the particularity (Einzeln-

heit) of circumstances, upon which it [the moral] reacts, it

comes to be directly an accidentally, since, instead of a uni-

versal work, only particular aims are to be realized
;
and [in

such case] essential and necessary relations are wanting. On
the other hand, in respect of the subjective spirit of the indi-

vidual, there is found caprice or deception, with relation to

[fantastic] projects as opposed to [rational] plans and under-

takings. This entire phase of adventurousness, therefore,

consistently carried out, proves in its deeds and enterprises,

as well as in the consequences of the same, to be a self-de-

structive, and, therefore, comic world of accidents and fatalities.

The decay of chivalry is portrayed with especial effect in

Ariosto and Cervantes, while the peculiarity of individual

characters belonging thereto is most adequately represented

in Shakespeare.
a. What is especially amusing in Ariosto is the boundless

development of destinies and aims, the fabulous entanglement

of fantastic relations and comic (narrischer) situations, with

which the poet plays adventurously, even to frivolity. It is

sheer folly and madness, which the hero must take quite
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seriously. Above all, love here sinks away from the divine

love of Dante, and from the fantastic tenderness of Petrarch, to

sensual, obscene stories and ridiculous collisions, while heroism

and valor appear strained to such a point as no longer to excite

a credulous astonishment, but only to occasion laughter at the

fabulousness of the deeds. But along with the indifference in

respect to the form and fashion in which the situations take

shape, in which strange divisions and conflicts are occasioned,

begun, broken off, again become involved, are cut short, and

at length are ended in an unexpected manner ; with all this,

no less than with the humorous treatment of chivalry, Ariosto

knows quite as well how to preserve and bring to light what-

ever there is that is noble and great in chivalry
—

courage,

love, honor, and valor— how to portray in a striking manner

the other passions, such as craftiness, cunning, presence of

mind, etc.

b. If Ariosto inclines rather to the fabulous side of adven-

turousness, Cervantes, on the contrary, adopts the style of

Romance. In his Don Quixote, it is a noble nature with whom

chivalry has become a nuidness, while we find the adventurous-

ness of the character placed in the midst of the settled, definite

conditions of an actuality portrayed precisely in accordance

with its external relations. This presents the comic contra-

diction between a rational, self-regulated world and an iso-

lated soul which desires to create this order and fixity (Festig-

Jceit), in the first place, through itself and through chivalry,

notwithstanding the fact that, through chivalry, regularity
and order could only be overthrown. In spite of this

comic aberration, however, there is all that in Don Quixote
which we have previously commended in Shakespeare. Cer-

vantes has also created his hero with an originally noble

nature, possessing many-sided spiritual gifts which at the same

time always truly interest us. Don Quixote is a soul who, in

his madness, has become perfectly assured of himself and his

affairs, or rather the madness consists precisely in this : that

he is and remains so assured of himself and his affairs. With-

out this unreflecting tranquility with respect to the content

and consequence of his deeds, he would not be genuinely
romantic ; while at the same time this imperturbable assurance
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in relation to the substantial nature of his conceptions is

throughout great and genial, and adorned with the most beau-

tiful characteristics. Nevertheless, the whole work is, on the

one side, a perpetual scoffing at Romantic chivalry. It is

throughout a genuine irony, while with Ariosto the like ad-

venturousness remains only a frivolous amusement. On the

other side, however, the occurrences belonging especially to

Don Quixote are only the thread on which are ranged, in the

most delightful manner, a whole series of genuinely romantic

novels, in order to show that to be preserved in its true worth

which the other portion of the romance dissolves by ridicule.

c. Just as we here see chivalry, even in its more serious in-

terests, reduced to ridicule, so Shakespeare. either places comic

figures and scenes in opposition to his firm individual charac-

ters and tragical situations and conflicts, or he elevates those

characters, through a profound humor, above themselves and

their vulgar (scliroffen), narrow, and false aims. For exam-

ple, Falstaff, the fool in King Lear, the scene of the musicians

in Romeo and Juliet, are of the first, while Richard III. is of

the second class.

3. To this dissolution of the Romantic, as far as concerns

its form up to this point, there is joined in the third place,

finally, the romantic in the modern sense of the word, and

which is chronologically preceded by the romances of chivalry

and those of a pastoral type. The romantic in this sense is

again something; to be taken seriously. It is chivalrv become

an actual content. The accidental it y of external existence has

become transformed into a substantial, secure order of civil

society and the State, so that now magistrates, courts of jus-

tice, armies, the general government, make their appearance in

the place of the chimerical aims which the knight formed for

himself. Thus the chivalry of the heroes of modern romances

becomes transformed. These, as individuals, with their sub-

jective aims of love, honor, ambition, or with their ideals for

the improvement of the world, assume a hostile attitude

toward this existing order and prose of actuality which upon
all sides lies as difficulties in their way, whence the subjec-

tive wishes and demands intensify themselves, in this contra-

diction, to an immeasurable degree. For each finds before
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him a world under enchantment and to be condemned.— a

world which he must do battle against, since it closes itself

against him, and in its stern inflexibility refuses to yield to his

passions, but interposes as a hindrance the will of a father, of

an aunt, of a civil relation, etc., etc. These modern knights
are generally youths who, since the course of the world does

not realize their ideal, must break through the same. They
hold it to be a misfortune that there should be such relations

as those of the family, of civil society, of the State, of law, of

a calling, etc., because these substantial relations of life with

their limitations grimly oppose the ideals and the infinite

rights of the heart. It behooves, then, to make a breach in

this order of things, to transform and improve the world : or

at least, in spite of the world, to carve out of it a heaven on

earth, to seek and find a maiden who is what she should be,

and to gain her, by persuasion, or by conquest and defiance,

from morose relatives, or other unfavorable connections. But

these conflicts are, in the modern world, nothing further than

the disciplinary period (Lehrjahre), the education of the indi-

vidual for the succeeding actuality, and thus preserve their

true significance. For the end of such apprenticeship consists

in this: that the individual attains to wisdom through his ex-

perience {die Horner ablauft), conforms in his wishes and be-

liefs to the existing relations and their rationality, takes his

place in the established order of the world, and in it acquires

a favorable standpoint. However much he may have fallen

out with the world, however much he may have been jostled

about, at last, in most cases, he obtains his maiden, and per-

haps a position, marries and becomes a Philistine 1

just like

others. The wife superintends the household
;
children are

not wanting ; the adored woman, who was at first the i;
only

"

one, and an '
angel," proves, perchance, to be precisely like

all others; responsibility brings work and vexation, marriage
its domestic difficulties, and so there is the whole story of

commonplace and tedious trivially. We perceive here the

same character of adventurousness, only that this now finds

its true significance, and the fantastic must thus undergo its

necessary correction.
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III. Destruction of the Romantic Form of Art.

The final point which still remains to be established is : That
as the Romantic has already proven to be essentially the prin-

ciple of the dissolution of the Classic Ideal, so now it permits
this dissolution to stand forth in fact clearly as dissolution.

'

The first thing which here presents itself for consideration

is the complete accidentally and externality of the material

which the artistic activity seizes, and to which it gives form.

In the plastic character of. Classic Art the subjective inner

nature so permeates the external that the latter is the exclusive

form of the internal, and cannot be separated from it as an

independent term. In the Romantic, on the contrary, where

internality withdraws itself into itself, the entire content of the

external world attains to the freedom of proceeding independ-

ently, and of maintaining itself in its own peculiarity and par-

ticularity. On the contrary, when the subjective internality of

the soul becomes the essential element for the representation,

it is of like accidentally in what particular content of external

actuality and of the spiritual world the soul dwells. The

Romantic inner principle is able, therefore, to present itself

under all conditions whatever, and to adapt itself to thousands

upon thousands of conditions, circumstances, relations, errors

and perplexities, conflicts and reparations ;
for it is only its

subjective formation in itself, the manifestation and mode-of-

acceptance (Aufnahmsweise) of the soul, but not an objective

and independently significant content, which comes to be sought

and should be valued. In the representations of Romantic

Art, however, everything has its place
— all spheres of life and

phenomena, the greatest and the least, the highest and the

most restricted, the moral, the immoral and base; and the

more art becomes secularized, so much the more does it take

up its abode in the finite things of the world, conceive a pre-

ference therefor, procure for them complete validity; and the

artist is fortunate in them when he represents them as they

are. Thus, for example, in Shakespeare: while with him the

acts, in general, flow on in the closest connection, there also
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appears throughout a certain phase pertaining to the accidental

which is thrown in here and there. All objects, indeed, have

their value, from the highest regions and weightiest interests

to the most insignificant and non-essential— as, in Hamlet, the

night-watch near the king's castle: in Romeo and Juliet, the

domestics ;
and elsewhere, not to mention buffoons, clowns.

and every species of commonplace of daily life
;

* * *

just as in the religious circle of Romantic Art, with the birth

of Christ and the adoration of the kings, ox and ass, crib and

straw must not be omitted. And thus it proceeds throughout,
so that even in art the word is fulfilled : That which is abased

shall be exalted.

Within this accidentally of the objects (which partly, in-

deed, take their place in representations as a mere wrappage
for an essentially more important content, but also, in part,

independently) the ruin of Romantic Art, of which we have

already made mention, is fully brought to light. On the one

side, namely, real actuality, presents itself in its prosaic ob-

jectivity, considered from the standpoint of the Ideal. It is

the content of ordinary daily life, which is not seized in its

substance, in which there is something moral and divine, but

which "is seized in its changeableness and finite transitoriness.

On the other side it is .subjectivity, Avhich, with its feeling and

thought, with the right and the might of its native talent,

knows how to raise itself to the mastery of all actuality, which

it does not permit to remain in its accustomed relations, and at

the value which it possesses for the ordinary consciousness.

It is, besides, contented only in so far as all that enters into

this realm proves itself, through the form and position given
it by subjective opinion, caprice, originality, to be, in itself,

destructible, and, for the perception and sentiment, destroved.

In the first place, therefore, we have in this respect to speak
of the principle of those numerous works of art in which the

mode of representing the ordinary present and external real-

ity approaches to what we are accustomed to describe as

"imitation of nature.*'

Secondly, we must consider subjective humor, which in

modern art plays an important role, and, with many poets
4
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especially, presents the fundamental characteristic of their
work.

Thirdly, there remains for us, in conclusion, only to indicate

the standpoint from which art is still at the present day in a

position to be exercised.

1. Of the Subjective Artistic Imitation of the Immediately
Present.— The circle of objects which maybe comprised within

this sphere extends itself without limit, for art does not

here take for its content the essentially necessary, whose circle

is closed in upon itself, but rather it takes accidental reality in

its unrestricted modification of forms and relations— nature

and its widely varied play of individual images, the daily
actions and pursuits of men in their natural necessities and

their comfortable satisfaction, in their accidental customs, con-

ditions, activities of family life, of civic occupations, and,

generally, the incalculably changeable in external objectivity.

Thus art becomes not merely, as the Romantic is throughout
in greater or less degree, portraiture ; but it permits itself to

enter completely into the execution (Darstellang) of portraits,

whether in sculpture, in painting, or in the representations of

poetry, and returns to the imitation of nature
;
in fact, to the

deliberate approximation to the accidentality of immediate

existence which, taken in itself, is ugly and prosaic.

The question presents itself, therefore, whether such pro-
ductions generally are still to be styled works of art. If by
this we have present to our minds the conception of works of

art in the sense of the ideal, strictly speaking, and with which

there is to do, on the one hand, with a content which is not

essentially accidental and transitory ;
on the other, with the

mode of representation absolutely corresponding to such con-

tent, then the products of the present phase must, in respect

of such work, unquestionably fall short. But art has still

another element, which is here of especial importance; it is

the subjective mode of conceiving and executing the work of

art— the side of individual talent which knows how to cause

that the truly substantial life of nature, as well as the forms of

the spirit, even in the uttermost extremes of accidentality to

which these extend, shall remain constant; and which also
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knows how, through this knowledge, as well as through the most

admirable skill in the representation, to render that significant

which, for itself, is destitute of significance. Along with this

there comes, besides, the subjective vivacity (Lebendigkeit)
with which the artist, with his spirit and sensibility ( Gemiiih),
devotes himself to the existence of such objects conformably
to their entire internal and external form and manifestation,

and presents such existence in this animation for the imagina-
tion. In this respect we cannot refuse to productions of this

class the title of works of art.

To enter more into detail, it is chiefly poetry and painting

which, among the special arts, have turned toward such objects.

For, on the one hand, it is the essentially particular which here

provides the content ; and, on the other hand, it is the acci-

dental (though, in its circle, genuine), peculiarity of the external

world which must here serve as the form of the representation.

Neither architecture, nor sculpture, nor music is capable of

meeting such a requirement.
a. In poetry it is the usual domestic life, which has for its sub-

stance the probity, practical wisdom, and morality of the day,
that is represented, in ordinary civic transactions ( Vencicke-

lungen), in scenes and characters from the middle and lower

classes. Among the French, Diderot in particular has, in this

sense, striven after naturalness and the imitation of what is

immediately present. With us Germans it was Goethe and

Schiller who, in their youth, though in a higher sense, entered

upon a similar path, but who sought within this vital natural-

ness and particularity after a deeper content, and after con-

flicts essentially richer in interest. Then came Kotzebue

and Inland. The one sought to portray the daily life of the

time through his superficial rapidity of conception and pro-
duction ; the other, through his serious exactness and com-

monplace morality, in the prosaic, more restricted relations,

and with little of the sense of true poetry. But, in general,
our art has, though only in the latest times, taken up this

tone by preference, and has attained to a masterly perform-
ance therein. For a long time art was to us, more or less,

something foreign, borrowed,— not an original production.
12
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But in this turning to present actuality there lies this neces-

sity : that the material for art shall be immanent, native

(heimisch),
— the national life of the poet and of the public.

Upon this point of the appropriateness of art, which with us

must be native absolutely, in respect both of the content and of

the representation, even though it be at the sacrifice of beauty
and ideality, the tendency which led to such representations

is now fairly established. Other peoples have rather disdained

such spheres, or are coming even now, for the first time, to

have a genuine interest for such material, taken from daily

and commonplace existence.

b. If, however, we would have present to our minds that

which is the most worthy of admiration of all that can be

accomplished in this respect, we must turn our attention to

the genre painting of Holland. I have already, in the first

part of this work, in considering the Ideal as such, pointed
out the substantial basis of this class of art, upon which basis

it arises in accordance with the universal nature of spirit.

With the Hollanders, satisfaction in the present things of life,

even in the commonest and smallest, results from this : that

what nature furnishes to other peoples immediately, these have

been able to acquire only through severe conflicts and stubborn

toil
; and, shut up within a narrow space, they have become

great in the care and preservation of the smallest things. On
the other hand, they are a people of fishermen, sailors, burghers,

peasants ;
whence they have learned thoroughly how to esti-

mate the value of the necessary and useful in the greatest and

in the least things, all which they know how to construct with

the most assiduous industry. In religion
— and this consti-

tutes an important feature— the Hollanders were Protestants,

and it belongs to Protestantism alone to settle down wholly

in the prose of life, and to permit this to be valued for itself,

independent of religious interests (Beziehungen), and to de-

velop in unrestrained freedom. To no other people, placed

in the midst of different conditions, would it occur to make

of such objects as the Dutch painters present to view, the

chief content of works of art. But in all these interests the

Hollanders have not lived in the sorrow and poverty of exist-
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tence and oppression of spirit. They have themselves reformed

their Church,— have overthrown religious despotism, as well

as the Spanish temporal power and the grandezza ; and have,

through their activity, their industry, their valor, and their

economy, come to possess the feeling of a freedom which they
owe only to themselves, and have at the same time attained

to prosperity, a comfortable competency, probity, courage, a

joyous gaiety, and even to the haughtiness of a tranquil daily

existence. This is the justification of the choice of their

objects in art.

A deeper meaning, which proceeds from an essentially valid

content, cannot be satisfied with such objects. But if emo-

tion and thought are not satisfied with them, they at least

gratify the more immediate sensuous intuition ; for it is the

art of the painting and the skill of the artist by which we are

to be delighted and charmed. And, in fact, if one would

know what painting is, he must examine these little pictures.

It is then that he will be able to say of this or that master :

He can paint. Hence, it is no part of the artist's task to give

us (in his production, and through a work of art) a concep-

tion of the objects which he presents to us. Of grapes, flow-

ers, stags, trees, dunes ; of the sea, of the sun, of the sky ;

of dress and ornament ;
of the implements of daily life

;
of

horses, warriors, peasants ;
of smoking ; of pulling teeth ; of

domestic scenes of the most various kinds,— of all these we

have, in advance, perfectly adequate conceptions. Nature pre-

sents us the like in abundance. What is to charm us, then,

is not the content and its reality, but the semblance ( Scheinen~),

which, with respect to the object, is wholly destitute of inter-

est. Similarly, the semblance is fixed for itself, as such ;
and

art is a masterly power for the representation of all the secrets

of this self-within-self-concentrating semblance of external

phenomena. Art consists especially in seizing, as if by

stealth, the world as it lies at hand in its particular phases,

and yet also in its vitality, which is quite in harmony with the

universal laws of appearance ; and, again, it consists in laying

hold of the instantaneous, thoroughly changeable lineaments

of the existence of this present world, and in truly and faith-
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fully retaining and fixing the fleeting. A tree, a landscape,
is already for itself some thing fixed and abiding. But the

glitter of metal
;
the shimmer of a well-lighted cluster of

grapes ; a vanishing gleam of the moon, of the sun
;
a smile,

the expression, so rapidly effaced, of an effect produced in the

soul ;
comic gestures, attitudes, expressions of countenance ;

all that is most fugitive, most fleeting
— to seize all this, and

to cause it in its fullest vitality to continue present to the

imagination, this is the difficult task of this stage of art. If

Classic Art, in its ideal, gave form essentially only to the sub-

stantial, so here, changing nature, in its passing manifesta-

tions— a stream, a waterfall, a foaming sea-wave; still-life,

with the chance gleam of glass, plate, etc. ; the outer form of

spiritual actuality in the most incidental situations, a woman

threading a needle by a light ;
a halt of bandits in accidental

bustle
;
the most momentary phase of a gesture, which again

swiftly changes ;
the laughter and grinning of a peasant, sub-

jects in which Ostade, Teniers, and Steen are masters— is

here seized and made present to our view. It is a triumph
of art over transitoriness, in which even the substantial or

spiritual comes to be deceived respecting its power over the

accidental and fugitive.

Since, now, semblance as such here furnishes the essential con-

tent of the objects, art, while it gives permanence to fleeting ap-

pearance, goes still further. Indeed, apart from the objects,

the means of representation become for themselves an end ;
so

that the subjective skill and handling of the means of art is

raised to the rank of an external object of the work of art.

Even the early Netherlanders studied most profoundly the

physical [qualities and effects] of color. Van Eyck, Hemling,

Schoreel, knew how to imitate the gleam of gold, of silver
;

the brilliancy of precious stones, silk, velvet, fur, etc., even

to the point of deception. This masterly power of producing
the most striking effects through the magic of color, and the

secrets of its spell, now assumes an independent value. As

the spirit, by thinking and reasoning, reproduces the world

itself in imagination and thought, so now, apart from the

objects themselves, the subjective re-creation of externality in
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the sensuous elements of color and light come to be the prin-

cipal facts. It is, as it were, an objective music— tones in color.

Indeed, if in music the individual tone is, when isolated, noth-

ing, but only produces effect in its relation to another— in its

oppositions, correspondences, transitions, and blendings
— so

with color the same thing occurs. If we examine closely the

appearance of a color which [a little removed] gleams like

gold, or presents the lustre of lace, we see only somewhat

whitish, yellowish strokes and points
—

only a colored surface.

The individual colors, as such, do not possess this brilliancy

which they [unitedly] produce. It is their juxtaposition that

causes this gloss and glitter. If, for example, we take Ter-

ubrg's satin— each fleck of color is, for itself, a dull gray,

more or less modified by white, blue, or yellow ; but at a cer-

tain distance the beautiful, mild glow which belongs to the

actual satin makes its appearance. So also with velvet, with

the play of light, with the vapor of the clouds, and, in general,

with all that comes to be represented. It is not the reflex of

the soul which will be brought out in the objects, as is, for

example, often the case in landscapes, but it is the entire sub-

jective ability, which gives proof of itself in this objective

manner as the capability of the medium itself, which, in its

vitality and creative-energy ( Wirkung) appears able to pro-

duce through itself an objectivity.

c. In this way the interest for the represented object under-

goes this change: that it now comes to be the pure (blanJce)

subjectivity of the artist himself that thinks to present itself.

Here, then, the point of concern is not the formation of a

work that shall possess an independent interest on its own
account

; rather it is a production in which the subject [or
individual intelligence] creating it only presents himself to

view. In so far as this subjectivity no longer relates to the

external means of representation, but only to the content itself,

art becomes by this means the art of caprice and humor.

2. Subjective Humw.—In Humor, it is the person of the

artist which presents itself to view, in accordance with its par-

ticular as well as its deeper phases ; so that thus it deals essen-

tially with the spiritual value of this personality.
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a. Since, now, humor does not appoint for itself the task of

permitting a content to unfold and take shape objectively in

accordance with its essential nature, and to artistically com-

plete and finish itself in this development within and from

itself; and since it is rather the artist himself who enters into

the material, his principal activity consists in the permitting
or causing all that would render itself objective, and win a

fixed form of actuality, or which appears to possess it in the

external world, to fall asunder and to perish ;
and this he does

through the power of subjective fancy, flashes of wit, or strik-

ing forms of conception. Whence every phase of indepen-
dence of an objective content, as well as of the essentially

firm connection of the form [with the content]
— such connec-

tion being given through the fact— is annihilated; and the

representation becomes only a play with objects, a derange-
ment and perversion of the material, as well as a rambling
hither and thither, an extravaganza of subjective manifesta-

tions, views and demeanor, through which the author loses

sight both of himself and of his objects.

b. The natural illusion here is to imagine that it is very

easy to construct pleasantries and witticisms upon self and

every thing present, and hence the humorous form is frequently

grasped after ; but it also frequently happens that the humor

is spiritless when the individual permits himself to wander in

the caprice of his whimsies and jests, which run on without

connection into the indefinite, and join together the most

heterogeneous things in heedless, fantastic fashion. Some
nations are indulgent toward this sort of humor, while others

are more severe. With the French the humorous, in general,

makes little progress ;
with us it succeeds better, and we are

more tolerant respecting deviations [from what is customary].

Thus, for example, Jean Paul is with us a popular humorist ;

and yet, more than all others, he seeks to produce effect by
bizarre associations between objects farthest removed from

one another. He throws together, pell-mell, objects which

have no relation except in his own imagination. The tale, the

content and progress of events, is in his romances the least

interesting portion. The chief thing, always, is the strokes
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and sallies of humor. Each theme is made use of only as an

occasion for the author to display his subjective wit. In this

acceptance and combination of materials collected from all

parts of the world, from all the regions of reality, humor

retrogrades to the symbolic, where significance and form like-

wise lie asunder, except that now it is the mere subjectivity

of the poet which rules over the material as well as over the

significance, and combines them in a wholly arbitrary manner.

But such a succession^ of capricious conceptions fatigues us

presently, especially when it is demanded of us to penetrate
with our imagination into the often scarcely decipherable com-

binations which have floated accidentally before the mind of

the poet. With Jean Paul in particular, metaphors, sallies,

witticisms, clash together and mutually destroy each other ;

it is a continual explosion, with which we are only dazed. But

what is to be destroyed must first have been developed and

prepared. On the other hand, when the individual is essen-

tially destitute of the germ and content belonging to a soul

of true objectivity, humor readily falls into the sentimental,

into false sensibility, of which Jean Paul likewise furnishes us

an example.
c. To true humor, which will hold itself altogether aloof

from this excrescence, there belong, therefore, much depth
and wealth of spirit, in order that what has an appearance of

some thing merely subjective may be brought into prominence
as actual and full of expression, and that the substantial may be

caused to rise out of its accidentally, out of mere caprice.
The self-abandonment (Sichnachgeben) of the poet in respect
of his manifestations must, as with Sterne and Hippel, be a

naive, easy, simple throwing off [of thought], which, in its

unpretentiousness ( Unbedeutenheit) , gives precisely the high-
est idea of depth ; and since these are particulars which spring

up without order, the inner connection must lie so much the

deeper, and cause the luminous point or focus of the spirit to

shine out in these very particulars themselves as such.

With this we have arrived at the conclusion of Romantic Art,
at the standpoint of the most recent time, whose peculiarity
we can find in this : that the subjectivity of the artist stands
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above his material and his production, since it is no longer
dominated by the given conditions of an already essentially

determined circle of content as well as of form, but holds in

its own power, and subject to its own choice, both the content

and the mode of embodying the same.

3 . End of the Romantic Form ofArt.— Art, as we have thus

far considered it, has for its fundamental principle the unity of

significance and form, and, thus, the unity of the subjectivity of

the artist with his wealth of conception ( Gehalt) and production

( Werlc). More precisely, it was the definite mode (Art) of

this union which supplied for the content and its corresponding

representation the substantial norm pervading all images. In

this respect, at the commencement of art in the Orient, we
found spirit to be not yet free for itself. It was still in the

natural that spirit sought an Absolute, and hence it conceived

the natural as in itself divine. Later, the imagination of Classic

Art represented the Greek gods as unconstrained, animated

individuals, and yet, at the same time, as essentially encum-

bered with the human form as with an affirmative element.

Finally, Romantic Art enabled the spirit, for the first time, to

penetrate into its own internal ity, in opposition to which the

flesh— outer reality and temporality in general
—was at first

esteemed as nugatory, notwithstanding the fact that the spir-

itual and Absolute had been able to make its appearance only

in this element ;
and yet at last the external and secular knew

how, more and more, to secure recognition ( Geltung) in a more

positive way.
a. These various modes of apprehending the world consti-

tute religion, the substantial spirit of peoples and epochs, and

permeate both art and all other spheres of the actual, living

present. Since, now, every man in each field of activity
—

whether political, religious, artistic, or scientific— is a child of

his time, and has the task of perfecting the essential content

and the form necessarily belonging thereto, there thus remains

for art the task (Bestimmung) of finding for the spirit of a

people the appropriate artistic expression. So long as the

artist is inwoven in immediate identity and firm faith with the

characteristic of such conception of the world and with such
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religion, so long this content and this representation constitute

for him matters of the most genuine seriousness ; that is, this

content remains for him the infinite and true of his own con-

sciousness— a content with which, in accordance with his inner-

most subjectivity, he lives in original unity
— while the form in

which he sets forth the same is for him, as artist, the final,

necessary, and highest mode of bringing the Absolute and the

soul of objects in general into [the range of] sensuous percep-

tion. It is through the substance (immanent in himself) of

his material that he comes to be bound to the definite mode of

exposition. For the artist then bears immediately in himself

the material, and therewith the form belonging to the same, as

the very essence of his existence, which he does not imagine,
but which he himself is; hence he has only the labor of causing
this genuine reality to become objective, of setting it forth

from himself, and of bringing it to completion [as an external

image]. Only then is the artist completely inspired for his

subject-matter and for the representation ; and his inventions

come to be in no wise a product of caprice, but spring forth in

him and from him, out of this substantial ground, out of this

source, the content of which will not rest until it has attained,

through the artist, to an individual form commensurate with

its idea. On the other hand, if we would now make a Greek

god, or, like the Protestants of to-day, the Virgin Mary, an

object of a work of sculpture, or of a painting, there is for us,

with such material, no real seriousness. It is the innermost

faith which is wanting in us, even though the artist, in times of

still undiminished faith, did not need to be what is com-

monly called a pious man. And, indeed, artists have not, in

general, always been the most pious persons. The demand is

merely this : that the content shall constitute for the artist the

substantial, the innermost truth of his consciousness, and pro-
vide for him the necessity for the mode of representation. For
the artist is, in his production, at the same time a natural being ;

his skill, a natural skill
;
his efforts are not the pure activity

of comprehending, which puts itself wholly in opposition to its

material, and unifies itself therewith in free thought, in pure

thinking, but, as not yet liberated from the natural side, unites
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immediately with the object, believing in it, and, according to

its very self, identical with it. For, if the subjectivity lies

wholly in the object, the work of art likewise proceeds from
the undivided internality and force of genius ;

the production
is firm, flexible (umwankend) , and the full intensity is pre-
served therein. This is the fundamental condition upon which
art presents itself to us in its totality.

b. But, again, when we consider the position which we have

found it necessary to assign to art in the progress of its devel-

opment, we find that the entire relation has become com-

pletely changed. We must not, however, look upon this as

in any wise an accidental misfortune by which art has been

overtaken from without, through the unhappiness of the time,

through the prosaic sense [of the people], through lack of

interest [on their part], etc. Kather it is the result and

progress of art itself, which, while it brings to light for the

sensuous perception the material dwelling within itself, fur-

nishes [at the same time] upon this self-same way, through
each step of progress, a contribution toward freeing itself

from the represented content. Whatever, through art or

thought, is so completely present as object to our sensuous or

to our spiritual eyes that the content is exhausted— that all is

made present, and nothing remains of the dark and hidden—
can no longer possess an absolute interest for us

;
for interest

finds place only in fresh activity. Spirit exerts itself upon

objects only so long as some thing secret, some thing unre-

vealed, remains in them. This is the case so long as the mate-

rial is identical with ourselves. If, however, art has rendered

explicit upon all sides the essential conceptions of the world

which lie within the idea of art, and [has also brought into

representation] the phases of the content belonging to these

conceptions of the world, then is it [art], once for all, dis-

solved for this particular people and this particular time, and

the genuine need of taking it up again awakes only with the

need of assuming a hostile attitude toward the hitherto solely

valid content ; as in Greece, for example, Aristophanes placed

himself in opposition to his own time, and Lucian arose

against the whole Greek past, and in Italy and Spain, with



Romantic Art. 187

the close of the Middle Ages, Ariosto and Cervantes began to

combat chivalry.

Now, in coutrast with the period in which the artist, through

his nationality and his time, in accordance with his sub-

stance, stands within a definite conception of the world and

its content and forms of representation, we find an absolutely

opposite standpoint, which, in its complete development,

has first attained to importance in modern times. In our

day, with almost all peoples, the cultivation of reflection, of

criticism— and, with us Germans, freedom of thought also—
has seized likewise upon the artists, and (in respect both of

the matter and of the form of their productions, after the

necessary particular stages of the Romantic form of art have

been passed through) converted them, so to speak, into a

tabula rasa. The state of being bound to a particular con-

tent, and to a mode of representation suitable for this mate-

rial alone, is for the artist of to-day a thing of the past ; and

art has by this means become a free instrument, which he can

make use of equally, in proportion to his subjective ability, in

respect to each content, of whatever class it may be. Thus,

the artist stands above the definite, consecrated forms and

images, and moves freely for himself, independent of the

content and mode of conception in which, till now, the holy
and eternal was present to consciousness. No content, no

form, is any longer identical with the internality, with the

nature, with the unconscious substantial essence of the artist.

Every material may be of like importance to him, so long as

it does not violate the formal law of being, in general, beauti-

ful and suited to an artistic treatment. At the present day
there is no material which in and for itself stands apart from

this relativity ; and if, besides, it is also sublime, there is at

least no absolute necessity that it should be brought into

representation by art. Hence the artist assumes the same

relation to his content or subject-matter, in the whole, as that

assumed by the dramatist toward his, and who brings upon
the scene others— personages foreign to himself— and ex-

pounds them. True, he now introduces his own genius,

weaves throughout from his own material ; but [the result is]
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only the universal on the one hand, or, on the other, the acci-

dental. But, again, the more precise individualization is not
his own. Rather, in this respect, he has recourse to his fund
of images, types ( Gestaltungsweisen) , earlier art forms, which,
taken for themselves, are indifferent to him, and only assume

importance when they appear to him as the most suitable to

precisely this or that material. Besides, in most of the

arts— especially in those of visible representation— the object
comes to the artist from without. He works to order, and
has now only to accept from sacred or profane history what is

there already at hand for him— scenes, portraits, church-

building, etc. For, however much the artist may inweave his

own soul into the given content, the latter, nevertheless,

always remains to him a material which is not, for itself,

immediately the substantial of his own consciousness. Nor
does it any the more avail to substantially appropriate, so to

speak, the past modes of viewing the world ; that is, to wish

to establish oneself in one of these modes of view— as, for

example, to become catholic, as has been done by many in

recent times on account of art, in order to fix their souls and

to enable the definite limitation of their representation to

become for itself self-sufficing and independently existing.
There is no necessity that the artist should first feel the need

of coming into a state of purity with reference to his own

soul, and that he should be concerned respecting his own sal-

vation. His great, free soul must, before it enters upon pro-

duction, know and possess, from the centre outward, that

whereon it exists, and be secure and confident in itself.

Especially does the great artist of the present day require the

free culture of the spirit in which all superstition, and all

faith which remains limited to definite forms of sensuous per-

ception and representation, are reduced to mere phases and

moments or elements over which the free spirit has made
itself master

;
since it sees in them no essentially and inde-

pendently sanctifying conditions of its exposition and mode of

imagery, but only ascribes value to them through the higher
content which, by a sort of re-creation, it introduces into them

as commensurate with them.
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In this way every form, as well as every material, is at the

service and command of the artist whose talent and genius

are now essentially freed from the earlier limitation to a defi-

nite form of art.

c. If, finally, we ask what is the content and what are the

forms which at this stage may be considered as characteinstic,

the following presents itself [as the answer] :
—

The universal forms of art were related, first of all, to the ab-

solute truth to which art attained, and found the origin of their

division in the definite conception of that which, to the conscious-

ness, assumed the character of the Absolute, and bore within

itself the principle of its mode-of-embodiment ( Gestaltungs-

weise). In this respect we have seen the phases of the signifi-

cance of nature (N~aturbedeutungen) appear as content; the

things of nature, together with human personifications as forms

of representation, [have played the principal part] in the Sym-
bolic phase. In the Classic, [the content made its appearance]
as spiritual individuality, but as a present which is corporeal

and without reflection, and above which stands the abstract

necessity of fate. In the Romantic [finally the content stands

forth in its completeness] as spirituality, with its inherent sub-

jectivity or personality ;
and for the internality hereto belong-

ing, the external form remains some thing accidental. In this

last form of art, just as in the earlier, the divine, in and for

itself, was the object of art. But this divine has now to

objectify, to determine itself, and thus also to enter into the

mundane (weltlicken) content of subjectivity. In the first

place, the infinitude of personality lay in honor, love, fidelity ;

then, in the particular individuality, in the precise character

which united itself with the particular content of human exist-

ence. This increasing development into accidental existence

(das Verwachsenseyn) , together with such specific narrowness of

the content, finally caused the reappearance of humor, which

knew how to cause all definiteness to prove unstable and to dis-

solve, and thus left art free to pass beyond itself. But in this

passing of art beyond itself there is no less a return of man
into himself, a descent into his own breast, through which art

strips from itself all fixed limitation to a definite circle of con-
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tent and conception, and for its new sacred [object] takes the

human— the depth and height of the human soul as such, the

universally Human in its joys and sorrows, its struggles, its

deeds, and its destinies. Here the artist contains his subject-
matter (Inhall) within himself. He is the actual self-deter-

mining human spirit, who contemplates the infinitude of his

feelings and situations, who originates [conceptions] and gives

expression [thereto], and to whom nothing is any longer for-

eign which can become vital in the human breast. It is this

.sort of content which does not, in and for itself, remain artis-

tically determined. On the contrary, the definiteness of the

content and of its external fashioning is replaced by arbitrary

invention. Still, no interest is excluded, since art is no longer
accustomed to represent that only which is absolutely in har-

mony with a definite phase ; but every thing in which man in

general finds something familiar to himself possesses fitness

[for artistic uses] .

Now, in this breadth and manifoldness of material there is,

above all, to be established this demand : that, with respect

the mode of treatment, the contemporaneity ( Gegenwartigkeit)
of the spirit with the present day shall likewise everywhere

give evidence of itself. The modern artist can undoubtedly
make himself the contemporary of the ancients, even of the most

remote antiquity. It is a fine thing to be one of the Homer-

ides, even though it be the last. So, too, those images which

reflect the change undergone by Romantic Art in the Middle

Ages have their usefulness. But quite another thing is this

universal indifference, depth, and peculiarity of a material ;

still another, its mode of treatment. In our epoch, no Homer
or Sophocles, no Dante or Ariosto, or Shakespeare, can arise.

What has been so grandly sung, what has been so perfectly

expressed, is expressed once for all. This material and these

modes of contemplating and comprehending them are exhausted.

Only the present is vital ; the rest is pale and cold. We must,

indeed, utter against the French a reproach with respect to

the historical, and a criticism with reference to beauty, in that

they have represented Greek and Roman heroes, and even

Chinese and Peruvian characters, as French princes and prin-
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cesses, and have given them the motives and views of the time

of Louis XIV. and Louis XV. Still, if only these motives

and conceptions had been in themselves more profound and

more beautiful, this anachronism in art would not even be

reprehensible. On the contrary, all material, of whatever

nation or time it may be, preserves its truth for art (Kunst-

wahrheit) only as this vital actuality
— in which it fills the

heart of man, its own reflex— and brings truth to our sensi-

bility and imagination. It is the manifestation and exertions

of the human as imperishable, in its many-sided significance

and infinitely rounded culture, that, in this realm of human
situations and experiences, must now constitute the absolute

content of our art.

If, now, after this general definition {Feststellung) of the

peculiar content of this stage, we turn our attention again to

that which we came finally to consider as the forms belonging
to the dissolution of Romantic Art, [we will see] that we
have especially emphasized the disruption of art, [which has

fallen assunder into] the imitation of the externally objective
in the accidentally of its form on the one side ; and, on the

other, into humor, the free-development (Freiwerden) of sub-

jectivity in accordance with its inner accidentality. In con-

clusion, we may still, within the previously mentioned material,

suggest a summary view (Zusammenfassen) of the other

extreme of Romantic Art. Thus, as with the progress from

Symbolic Art to Classic Art we considered the image, the

comparison, and the epigram as transition-forms, so here,

in Romantic Art, we have to make mention of a similar form.

In the previous modes of conception, the chief thing was the

falling asunder of the inner significance and the external

form— a separation which was partially cancelled through the

subjective activity of the artist— and, in the epigram espe-

cially, was transformed, in the utmost degree possible, into iden-

tification. Romantic Art, again, has, from the centre outward,
constituted the deeper dualizing ofthe internality, [whose nature

it is to find] its own satisfaction within itself; and which, since

the objective did not, in general, completely correspond to the

independently-existing spirit, continued to be in a divided
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state, or was indifferent respecting the objective. This contra-

diction has, in the course of Romantic Art, developed in con-

sequence of this fact : that in accidental externality or in

equally accidental subjectivity, we must concern ourselves

with exclusive interests. But when this satisfaction in exter-

nality as well as in subjective representation rises, in accord-

ance with the principle of the Romantic, to the point of

absorbing the soul in the object ; and when, on the other hand,

it also arrives at humor in the object, and its embodiment

( Gestaltung) within its subjective reflex, then we have, by this

means, preserved a union in the object, [which constitutes]

at the same time an objective humor. Such union, however,
can be only partial, and can appear only, as it were, in the

compass of a song, or only as part of a greater whole. For,

to extend itself and complete itself within external reality,

would be to involve itself in deeds and events, and in an ob-

jective representation. On the contrary, what we have here to

consider is rather a self-activity {Sich-ergehen) of the soul in

the object
— an activity rich in sentiment, and which, it is true,

attains to development, but which also remains a subjective

spiritual movement of the fantasy and of the heart. It is a

caprice, and yet not merely some thing accidental and whimsi-

cal, but an inner movement of the soul, which devotes itself

wholly to its object, and preserves it for interest and as con-

tent.

In this respect we may contrast such final art-blossomings

with the ancient Greek epigram, in which this form made

its appearance in its earliest and simplest guise. The form

here intended manifests itself first, not when the account (Be-

sprechen) of the object is a mere name, an inscription which

only tells in general what the object is, but when there is

exhibited a deeper sentiment, a more striking thought, a sig-

nificant reflection ,
and richly spiritual movement of the fantasy

which verifies and expands the smallest thing through the poe-

try of the conception. Such poems, indeed, relating to various

objects
— to a tree, a mill-stream, the spring-time, etc., to the

living or the dead— can be of infinite variety, and may arise

among any people. Still, they remain always of a subordinate
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class, and are very liable to degenerate into insipidity. For,

especially with a more cultivated reflection and language, some

thing may occur to each, with respect to most objects and

relations, which (since every one knows how to write a letter)

he also has the ability to express. With such universal, oft-

repeated sing-song, even though it may present new phases,
one soon becomes weary. At this stage, therefore, the aim is

that the soul, with its internality
— that a deeper spirit and a

richer consciousness— may enter, with its whole life (ganz

hinei?ilebe) ,
into objects, situations, etc. ; that it may abide

therein, and may thus make of the objects some thing new,

beautiful, and in themselves valuable.

It is especially in this respect that the Persians and Arabs,

in the Oriental splendor of their images, in the free felicity of

the fantasy, which deals with its objects in a wholly theoreti-

cal fashion, present a brilliant example for the present age,
and its subjective internality. Even the Spanish and the

Italians have done admirable things of this sort. Klopstock

says, indeed, of Petrarch :
—

— Laura besang Petrarke in Liedern,

Zwar dem Bewunderer Schon, aber dem Liebenden nicbt.

Yet Klopstock' s love odes are themselves full only of moral

reflections, of unhappy longing, and of unnaturally intensified

passion for the joy of immortality ; while in Petrarch we
admire the freedom of the essentially ennobled sentiment,

which, however intensely it expresses the longing for the loved

one, is still substantially contented. For the longing, the de-

sire, cannot indeed be lacking in the circle of these objects, even

though the circle be limited to wine and love, to the banquet
and the cup-bearer. Of this class the Persians present images
of the highest luxuriance, but the fantasy, in its subjective

interest, removed the object altogether from the circle of

actual longing. It has an interest only in this richly imagin-
ative activity, which contents itself in the freest fashion in its

hundred changing phases ( Wendungen )
and caprices, and

plays with utmost vivacity alike in joy and in grief. At the

standpoint of such spiritual freedom, but also subjective inner
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depth of the fantasy, stand, first of all among modern poets,

Goethe in his West-Easterly Divan, and Rlickert. Especially
do Goethe's poems in the Divan contrast essentially with his

earlier ones. In Wilkomm und Abschied, for example, the lan-

guage, the description, is indeed beautiful, the sentiment sin-

cere ; but yet the situation is altogether ordinary, the sequel

trivial, and the fantasy and its freedom have added nothing

thereto. Quite otherwise is the poem in the West-Easterly
Divan— Wiederjinden— written. Here, love is wholly trans-

ferred to the fantasy, to its movement, its fortune, its felicity.

Generally, in similar productions of this class, we have before

us no subjective longing, no amorousness ( Verliebtseyn) , no

desire, but a pure fancy or liking for the objects, an inexhaust-

ible self-activity (Sich-ergehen) of the fantasy, a harmless play,

a freedom in the sportiveness, also, of the rhyme and artistic

measure, and thus an internality and gladness of the soul, self-

moved within itself, which, through the serenity of the form,

raises the soul high above all painful entanglement in the

limitation of actuality.

With this we may close the consideration of the special

forms into which the Ideal of art, in its development, comes to

be divided. I have made these forms the object of an ex-

tended research in order to present the content of the same,

and from which also the modes of representation are derived ;

for it is the content which, in art, as in all human work, is of

chief moment. Art, in accordance with its idea, has no other

vocation than to develop that which is essentially rich in con-

tent, to an adequate sensuous reality ;
and the philosophy of

art must therefore undertake, as its chief business, to thor-

oughly comprehend what this wealth of content and its modes

of manifestation are.



ERRATA.

Page 77, last line, for delay read decay.

Page 107, line 7, for: To combine these two terms, — i. c expression and

form,— is a task, etc., read: To combine these two extremes of

expression and form [the two extremes here being Universality
and Individuality] is a task, etc.

Page 125, last line but one, replace the dash by a hyphen.

Page 130, line 8 from below, for rests read depends.

Page 174, line 12 from below, for acceptance read assimilation.

Page 175, line 9 from below, for caprice, originality, read caprice or orig-

inality.
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